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TRANSLATIOJf. 

The Editor of this Manual of Harmony, E. M. Bowman, 
publishes in the same his studies with me in this branch of 
musical art, together with an almost literal repetition of my 
established maxims and theorems. 

The course of instruction contained therein, the concise- 
ness and, at the same time, the comprehensiveness of the 
presented rules, and the continuous alliance of the practical 
with the theoretical, is the fruit of experience won through 
extended private instruction and instruction in Conserva- 
tories of Music. 

May this, by its Editor, carefully prepared Manual be 
kindly r^^ceived and , successfully studied by the students of 
musical art in America. 

C. F. Weitzmaist. 

Berhn 1876. 

3 



PKEPAOE. 



if 



EDITOE'S PEEFAOE. 

Haying finished my course of study with the distin^ wished 
originator of the accompanying method of instruction, I U^.came 
thoroughly conyinced that it was the duty of some one to perma- 
nently record its valuable theorems, maxims and modes of expla- 
nation for the benefit of not only all such as could hot enjoy the 
personal tutorship of the author, but also for the benefit of that 
large number who, though having studied with him, have as yet 
no qrderly, condensed manual of his system for reference or guid- 
ance in their own teaching. 

Urged by my revered master and fortified by his promise of 
assistance, I consented to undertake that which should have been 
the work of the author himself, and doubtless would have been, 
but for lack of opportunity formerly,- coupled with enfeebled h^^alth 
m later ' years, and, mayhap, a want of appreciation for the pro- 
duction of his own brain, the result, let me add, of ' remark ixble 
abilities and a life4ong devotion to this particular branch of mu- 
rical art. 

Thus, honored with the trust, I addressed myself during another 
season to the work of taking notes, amplifying and revising page^ 
by page, under the author's kindly guidance, until at length the 
manuscript received the approval and indorsement set forth in the 
foregoing certificate. Since my refcurn to America, I have re- 
written the entire work in order to still farther amplify or eliminate 
in parts which seemed to me to need it, and especially to improve 
its diction. In this latter respect, I have striven to avoid the 
high-sounding words, long, complicated sentences and obscure ex- 
9/mples which too often cripple, hj their vagueness, the very best 
intentions of theoretical writers. How far success has been at- 
tained in securing simplicity for these, the parts in this manual for 
which I alone must be responsible, is yet problematical, but the 
course of instruction, rules and devices for explanation, the parts 
which originate with Professor Weitzmann, these have been a 
proven success for years. They are, however, now presented for 
the first time, in any language, in the form of a text-book. , ■ ^ 

Every one, applying himself or herself to the study of instru- 
mental or vocal music, ought, most assuredly, to acquire a certairi 
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degree of tlieoretical knowledge. It has, therefore, been tlie en- 
deavor, commencing with the very generation of sound, to embody 
in one vokime all the theoretical education that the student of mu- 
sic can require to enable him to correctly express his own musical 
ideas, to guide others in like attempts, and to discriminate between 
good and bad compositions. 

In its mechanical design, the work is divided into four parts 
covering forty chapters, a brief epitome of which may not be mal 
apropos Sit this point. 

PAET I. Elementary. 

In this part will be found all that is necessary in the way of 
rudimentary instruction preparatory to the study of Harmony. 
A new departure is taken in the classification and inversion of 
intervals ( Chapters II and III ) which will be welcome to all un- 
prejudiced minds appreciating system and simplicity. 

PART II. Harmony. 

The first half of this department, ending with Chapter XXIII, 
treats thoroughly of triads. Beginning with their origin, it traces 
their use gradually up through the formation of modes (IV); 
simple triad-su.ccession within the circle of a single mode (XIY); 
employment in cadences (XV); in modulation to near-related 
keys ( XVI ) ; then to keys more distantly related ( XVII ) ; next 
in successions not common to the same mode (XVIII); of dis- 
sonant triads ( XIX ) , and finally their use in the harmonization 
of a given melody (XXIII). 

The tiiad is the fundamental harmony. All other tone-combi- 
nations whatsoever, are derived from, and must finally return to it. 

A solid sub-structure, formed through thorough practice in triad- 
succession alone, is one of the salient features of the Weitzmann 
system. This is the gradually developed central idea of Part II up 
to Chapter XXIII, with deviations here and there to the accom- 
panying subjects of Melody, Meter, Khythm, etc. 

A substantial foundation having been laid, the superstructure is 
^ext in order. Accordingly, in the last haH of thi^ department, 
the derivative chords are treated of: Suspensions (XXIII); 
Chords of the Seventh (XXIV-XXXI) ; the so-called Chords of 
the Ninth, Eleventh, and Thirteenth (XXXII); and Altered Ac- 
cords (XXXIII). 
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Attention is directed to the new and original method of explain- 
ing and testing the resolution of dissonant chords. Its full text 
■will be found in Chapter XXVIII. The so-called Chords of the 
Ninth, Eleventh, and Thirteenth are presented in a light which 
will make their comprehension and treatment far less complicated 
than hitherto, 

PAET III. Simple Counteepoint. 

' In this department it has been the design to treat of the melodic 
phase of harmonic composition. To this end, although not coun- 
terpoint in its literal meaning, it has been deemed proper to begin 

with the development of a single voice (XXXIV); then, as an 
adjunct, a few hints have been inserted in regard to accompaniment 

forms. Succeeding this will be found (XXXV) the contrapuntal 
treatment of two voices ; then three (XXXVI); four (XXXVII); 
aiid more than four (XXXVIII). 

It has been considered most expedient to enter this field only 
so far as is comprehended under the term Simple Counterpoint. 
When the demand in this country for works on Double Counter- 
point, Canon, Fugue etc., shall warrant it, this department will 
very probably be enlarged by the remainder of "Weitzman's very 
original and valuable course of study in these highet branches. 

PAET IV. Composition. 

This brief division gives an esthetical and technical synopsis of 
the acknowledged Forms of Composition, together with hints upon 
the modulation or changes of key to be employed, 

_ M ^ M 

In conclusion, conscious of having faithfully enxieavored Id dis^ 
charge a pleasant duty toward my honored teacher, — to whpm I 
here record my lasting gratitude, — as well as towards my fellow- 
countrymen, I beg for the Author of the principles and practice set 
forth in these pages the justly deserved praise of the entire * 
musical world, and for their Editor its most kindly and considerate 
reception. 

E. M. Bowman. 

St. Louis, 1876. 
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CHAPTER I. 

MATERIAL OF MUSIC. 

The material of miivsic is sound, and sound is produced Avlien an elastic res« 
oiiant bodv is disturbed in such a manner as to cause tliat body to vibrate or 
oscillate rapidly, thus disturbing or oscillating the enveloping air, caus- 
ing what are termed air-waves, which, m their increasing circles, like the waves 
caused by casting a stone into tlie water, reach the tympanum of the ear, 
where this vibratory motion is caught up by the nerves of hearing and trans- 
mitted to the brain. . 

If these vibrations follow each other with mathematical regulai'ity, the souncT 
is musical; i. e., we can determine its pitch. Irregular vibrations produce 
simply noise. ' 

From the mass of tones varying in pitch, such a number liave been adopted 
as the Tonal System as are ea.vsily distinguishable to the ear, and as are, at the 
same time, of })ractical precision in performance. In the earlier attempts at 
the formation of a Tonal System, only those tones were fixed upon as comprise 
what are now termed Natural tones; i. e., without flats or sharps, these being 
of later adoption. Thus, at first, the regular gradation of pitch or scale (from 
the latin and italian word scala, signifying ladder) consisted of steps^' and 
half-steps. 

!■ _ ] 7 ■ ■ — ... ■ . ~ '"^ 

, * The words tone and semitone, often used in the same sense, are an unfortunate designatioa, 
eince tone can also refer, and more properly too, to hoth pitch and quality of musical sound, tlieire* 
fore the employment here of the terms step and half-step* 
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The proposition before us in the study of music in general, is the considera- 
tion of musical sounds or tones as members of a language, a language which 
speaks from soul to soul only ; therefore, in order that a musical composition 
may be regarded as a work of art, it must possess an intelligible meaning as 
well as beauty of form. 

These essential characteristics are to be gained^ in instrumental composi- 
tions, through the artistic use of Melody, Harmony and Rhythm, and in vo- 
cal, through the appropriate union of these elements with words. 

In the endeavor to reduce music to a written science, many and divers 
plans have been devised. It was remarked that the melodies of the people, 
or folk songs, especially those of the more civilized nations, moved in seven 
different principal tones, and that when this compass was exceeded the extra 
tones were but duplicates of some of the original seven, in a higher or lower 
pitch. • Thus, the entire Tonal System was at length divided into groups of 
seven tones each, a name or designation applied,and the same repeated through 
each group. 

By some nations, the first letters of the alphabet were applied, and by oth- 
ers, syllables. In accordance #ith other English text-books, the letters A, B, 
C, D, E, F, G, will be used in this work. 

Between these, so to speak, fundamental tones, others existed which grad- 
ually came into practical use, thus necessitating definite names in the written 
system. 

It was found most practical to consider these between-lying tones as eleva- 
tions or depressions in pitch of the fundamentals ; consequently, these added 
tones were indicated by the same letters, but were given certain additional 
signs to denote their difiPerence. For example, if, instead of the original tone 

A, it was desired to indicate that tone lying next above; i. e., between A and 

B, this sign called a Sharp, was applied, and the tone received the name 
A Sharp. . 

On the other hand, if that tone lying next below A was to be indicated, 
this sign (b), called a Flat, was applied, and the tone thus taken was called 
A Flat. The process was made use of in connection with all the other orig- 
inal tones. 

Later, other between-lying tones were added and were considered as double 
elevations or depressions of the originals, and to indicate the use of these a 
Double Sharp (x) or Double Flat (W) was applied, and th^ tone thus taken 
was designated as A Double Sharp, B Double Flat, etc. To restore a tone, 
altered by any of these four methods, to its original name and sound, this 
sign (tJ), called a Natural, was applied. 
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To tiidlcate the relative acuteness or graveness, in one word, the pitch of 
the various tones, a system of five lines with their four intervening spaces, 
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called a Staff, has come to be universally adopted, and upon these lines and in 
the spaces the signs of the tones are placed, thus representing or picturing to 
the eye, and thereby to the mind, the exact relative position or pitch of these 
tones. The staff contains nine tone-degrees, each line, and each space consti- 
tuting one such degree, all of which are numbered upward as seen in the 
above diagram (1). Should the tones be too high or too low to be written 
within the compass of the :Staff, temporary lines with their spaces, termed 
Leger lines and spaces, are used either above or below the staff, 



3. 



and upon these added stafl^degrees, the signs of sound may be placed to either 
extreme of pitch, there being no prescribed limit to their use. To determine 
the names of the various staff-degrees, it is necessary to fix upon some one of 
them as a starting-point. This point is indicated by a character called, a Clef 
(signifying key), and as the employment of only one clef would necessitate the 
use of a great number of leger lines in order to accommodate all the tones in the 
system, thus increasing the difficulty of reading music, it has been found ad- 
yantageous to use several different clefs, though ordinarily for voices and most 
instruments there are only two. These iare the Gr clef, which determines the 
second line of the staff as G, 




and the F clef, which fixes the fourth line of the staff as F. 



The name of the point of departure having been determined, those of the 
other staff-degrees at once become easy, inasmuch as the regular course of the 
^alphabet is followed, — forward in ascending, backward in descending, for ex.: 
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The F clef may also be so placed as to indicate the third line as F and tht 
other degrees accordingly, ' : 



h~ F-E p 'etc. 




so also the Gr clef may be placed upon the first line, thus: 




etc. 



though this latter lias become obsolete. The F clef upon the third line is al- 
so very rarely used. 



"^or-H 



There is a third character, termed- the C clef, of various forms (J^ or '-'l 
etc.), which can be placed on either the first, second, third or fourth line, in 
each case determining the name of the line upon which it rests as C, for ex. : — 



9. — - — , lo. -~ ^ 11. 

_ —- r~®to. t^^-— 7-ir-»^— etc. 



-il-A- 



. — -t>-^^ • 13. 

2~ C-^— — etc. 



-TV- E- 
H- . A-etQ, 



Formerly the C clef was invariably used for various kinds of voices. Thus,, 
parts written for Sopranos used tliis clef upon the first line, as at 9, those for 
Mezzo Sopranos upon the second line (10), for Altos, upon the third (11), 
and for Tenors upon the fourth (12). * ; 

Bed^abk.— It should be understood that either form of the 0 clef, above used, is 
equally suitable to these four varieties of voice. We have used them all simply to 
show their application to the staff. ' ' 

In this manner composers were enabled to express the compass of the dif- 
ferent voices without the use of many leger lines, but, owing to the complexity 
of so many different systems, all except the G and F clefs have been practi- 
cally abandoned in vocal music; the G clef upon the second line being used 
for the Soprano, Alto and generally' the Tenor, and the F clef upon the fourth 
line for the Bass, and sometimes the Tenor. 



TONE SIGNS. 

Having learned that the staff is used upon which to place the signs of the 
tones, we come now to consider those signs. They are characters called 
Notes, which, by their position^ high or low, upon the staff, indicate the pitch 
of the tones to be produced, and which, by their /orm, determine the relative 
duration of those tones. 
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These characters are as follows: — 



1.3. 



WkoUnote. 


Salf note. 


Quarter. 


EigJith. 


Sixteenth. 


Thirty -seconci. 


Sixty-fourth. 


CP 


P 


1 




9 


P. 


\ 






1 










■ i 

JBCemi-demi-semi' 














Demi-semi- 


Semi-hreve. 


Minim. 


Crotchet. 


Quaver. \ 


Semi-qmver. 


quaver. 


quaver. 



The use of the designation, whole, half, etc., is recommended in preference 
to semi-breve etc., on account of its greater facility in making the relative val- 
ues understood. 

The Whole-note, in modern music, is regarded as the unit, occupying all of 
an allotted amount of time, while the Half, Quarter, etc., occupy the relative 
amount indicated by their ,names. In former times the Maxima ( t=| ) or Large ; 
the Longa ( i=| ) or Long, and the Brevis ( ) or Breve were in vogue, 
their value being respectively eight, four and two whole-notes. ' The first two 
are now obsolete, but the latter ( H ) is occasionally met with. 

The relative value of the notes will be seen from the following table: 



. 9 



e 
e 



• • • 



• * • 

» • so 



o 



0 



• • • • 
e • • 

• • a 

• • • 



& & & ® 



9 & 



9 9 » 



0 



a & 0Q 0000&®&&9 09p 9099 9990p99p9 999 9p0 p> 9^99999999 909999 

^ r ^ 1 : 1 ! 1 j I lJ . ! t • I ! 1 I I • i I I I I 




The above table is so arranged in pyramids (see dotted lines, .•'•.), that a 
glance will be sufficient to learn the number of notes of any one kind which 
are equal to one of any other kind. The note at the apex of each pyramid is 
equal to either of the lines of notes underneath going to make up that 
pyramid. 
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f— I CO 

^ i* 

CO 

^ S3 
"to 

o <^ 

s ^ 

"SO **y 

§ O 

<D I — f 



o3 
DiT o 

S=3 



o 



O 



O 



s 

o 

-4-3 r— ( 

.s ^ 

O <a:> 
a;) 



O 



6 +s 



-4-3 

o 

O 



o a _ 



i-U4444-l 
44441-11 
4444444 
444m 
444444 
444U 
44444 
4444 
4444 
444 
444 
44 
44 
4 



-35 



PC! 

o 



10 

H 



6l 



trm 



1 



CD 

O 
O 



03 
I — I 

c3 



O 

o 

«+-( 



O 
O 
O 
C3 



03 



B 

o 
o 

CD 

CD 
> 

o 

o 



• 1—1 CD 

CO 

^ ^ 

^ ^ i 



C3 O 

•4-3 . 

o ^ 

r-l 

^ o 

O 
«D V. 

03 

(D O 



<D 

CD r3 !rl 
rg 5 O 



c3 c3 



o 

■5 



CD 



<D 03 O 



+3 

CD 4J 



O 



c3 

03 

o 

03 

o 



be 



•I— ( 

o 

O -4-3 



C3 03 



03 

o 

m 

03 

o3 

03 
> 

-4-3 

o 
o 

-4-3 

03 
!=t 

03 

-1-3 



03 



c3 03 

-2 ^ 



03 

03 
OQ 

o 

03 



-4-3 
M 



03 



5 ^ 
o g 

o 



-^3 

o3 

03 

ce 

•4-3 
03 
O 



03 

-*-3 

03 



-i-3 

03 
03 5(0 



03 
O 

^ m 

O 

0 O 
C3 -4^ 

^ 03 

03 ^ 

-+3 
03 q3 

-4-3 

03 

03 

^ o 



o3 



o 



bo 

0 
• 1—1 

o3 
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RESTS. SIGNS OF SILENCE. 

It being often desirable to suspend a sound for a greater or less length of 
time, signs of silence, called Kests, corresponding to the signs of sound or 
Notes, are employed. The following table exhibits the corresponding Notes 
and Rests: 





Whole rest 


mif. 


Quarter. 


Eighth. 


Sixteenth. 


Thirty-second. 


Sixty-fourth. 


16. 






X or ^ 




J? 




z 






f 


r 


0 




I 



The relative valuation of the various rests is the same, of course, as that 
of notes. 

Kemaek. — The mode of indicating a rest for any desired length of time will be 
given further along. 

PROLONGATION. TIE, DOT & PAUSE, 

There are three ways of indicating the prolongation of a tone ; viz.^ by 
means Of the Tie, Dot and Pause. 



I. The Tie is a curved line (. — ■) placed over or under two notes represent- 



iiig the same pitchy e. g., ^-jg— -■ \ j- j2 J-^^"- • a^od indicates the articulation of 

but one sound equal to their united lengths. Thus, a half and an eighth- 
note connected by a tie would be sung or played as one sound, equal to the 
duration of five eighth-notes, for ex.;— 



Tied notes. 



r I I I I, 



LJ 

Value, 

A tie can join only two notes, therefore a greater number of notes require 
a tie to each two, as above. Further, as a rule, the second note of a tie 
should not be longer than the first, as that causes a disagreeable halting effect^ 
except where there are other parts or voices which may be so treated as to 
counteract it. (This will be more fully referred to at another place). 

II. The Dot (•) is placed after a note and signifies an increase in the du- 
ration equal to one-half the value of that note. Oee following table.) 



18. 



Dotted notes. 


Of . 


J. 


J. 


^- 1 




^- 1 


Valiies. 




r r 

1 






i 1 
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Two or more dots may be used, each additional one adding one-half the 
value of the dot preceding it, for ex: — 



19. 



^ • •• 






1 r u 



etc. 



III. The Pause or Hold is placed over or under a note thusr 



SO, 



and signifies a continuation of the sound so long as the judgment of the per 
former may dictate. 

DIMINUTION. TRIPLETS, &C. 

Any kind of a note may be divided into three equal parts instead of two; 
into five, six or seven instead of four; into nine, ten or eleven instead of eight, 
and so on. Thus, instead of dividing a quarter-note into two eighths^, it may 
be divided into three, producing thereby what is called a Triplet, for ex. : — - 



31 



• J = 



or 



I I 
^1 ^ 



Such groups are usually enclosed with a curved line and marked with the 
figure 3. So also, a quarter-note, ordinarily divided into four sixteenths, may 
be divided into five, s-ix or seven sixteenths, so marked and called a Quintolet, 
Sextolet and Septolet respectively, thus: 




A quarter note is equal to eight thirty-seconds ; it may also be divided into 
nine, ten or eleven notes of the same denomination, thus: 



33. 




l"TH i^F*!' fTH (\x VT^^^^P^'W^^ 




It is to be understood that it is not the aggregate time of a quarter, cyr ^»ffy 
otho^ chosen note^which is diminished,' but rather the component parts whiclj 
are derived from sudi a note, for if thre^ notes ar6 petfotmed in the eame-^ 
time as two; five, six or , seven in the same time as four, it follows that the 
time of each derivative note is diminished just in ratio to the increase in the 
number of notes derived. 
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MEASURES. 

In order to render musical compositions intelligible, as well as to facilitate 
their reading and performance, it has been found necessary to divide them 
into short sections of equal duratpn called measures. 



BARS. DOUBLE BARS. 

To the ear, measures are indicated .by regularly recurring accents, and to 
the eye, they are separated by a perpendicular line across the stafP called a Bar. 
At the end of a composition or movement thereof ; ^. e., a complete musical 
sentence, a Double Bar is placed. Ex. : — 



Bar, 



Bar. 



Double bar. 



34..: 















MEASURE 








MEASURE 





















METER. METRICAL DIVISIONS. TIME. 

Measures are in their turn sub-divided into two, three, four or more 
eqml parts, and the regular succession of these parts is called in music Me- 
ter. The parts themselves are denominated Metrical Divisions, and this meas- 
uring of sounds by means of measures, metrical divisions and not-es is called 
Time. To indicate the number of metrical divisions which shall appear in a 
measure, and also the vahie of each division, two figures, in the form of a frac- 
tion, are placed at the beginning of the piece or movement. The upper fig- 
ure, or njimerator, denotes the number of parts in each measure, and the low- 
er, or denominator, the value of e^ach of those parts, by indicating into how 
many parts the unit of time (a whole-note) has been divided. Ex.: — 



a. 



b. 



c. 



d. 



e. 





^ ■ = \~7i~:m = -A 1^'^ a =—-=-4 




7 


0 — ' — r^-' — i-f~F- — F — F- — r—ttr-r— 
r i 14 1 1— U i . 1 1 ^t±±ii-: 


-f — 


— — . 


( — ■ 




8 i i [ 



— ^- 




II lll l lfllllM 





■ ■ ^ ■• ■ , ■ 1 ■■ •* ' ' •» 

— ff™-— X jm. -3i — —35 Z S or 1 


Hr-T ri 


F F , 


F-^ F F — — F F— 


F — F— F — F— F — 






■ i 


^— ] 1 i .-V- 







At a of El. 25, the numerator (2) shows that there are two parts or met* 
rical divisions in each measure, and the denominator (2), showing the value 
pf those divisions, denotes that the unit of time has been divided into two 
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-9- 

parts; into half-notes; therefore, where the figures are -g^ each measure must 
contain two half-notes or their equivalent. At 6, the letter with a stroke 
through it indicates the same thing. At c, there are two quarter-notes in 
each measure; at four quarter-notes, and at e the same thing, and so on. 
We shall recur to this subject further along. 

RHYTHM. 

It will be remembered that the metrical divisions of a measure follow each 
other with mathematical regularity. It is not uecessary, however, or advisa- 
ble, that the succession of sounds shall always follow the meter, as that would 
be very monotonous, but, one sound may continue through several metrical 
parts, or several sounds may be given out dui'ing one such part, or rests of any 
length may occur. 

This diversified manner of filling out the meter is called Rhythm. To illus- 
trate this, we will take a series of notes in which the Rhythm and Meter move 
together, (see Ex. 26). Let the lines above the staff indicate the metrical 
succession in each of the three following examples. 

I I I I I I I I I I I I I t I I 



36. 













• • * 


— I 0 1 1 





I I II II I I I I I I I I II 



3 



^ S 0 S 1 ' # — ^ 

I ill I I I I I II I I I I I 




Exs. 2t and 28 show the identical sounds used in Ex. 26 arranged in such 
a manner as to present some rhythmical divisions longer and some shorter than 
the metrical divisions. The character of the passage is quite different in each 
example, thus evidencing the wonderfully varied effect obtainable from a judi- 
cious use of this accessory of musical art. 

TEMPO. 

Of themselves notes have only a relative duration, therefore something mor^^, 
is necessary in order to fix the standard of time. The words Grave, Largo;"' 
Lento, Lar ghetto, Adagio, Andante, Andantino, Allegretto, Allegro, Vivace, 
Presto and Prestissimo, represent the dozen principle degrees of movement 
from the slowest to the fastest. Each of these are often modified by ,other 
additional words, as for ex,}— Allegro, ma non troppo, (East, but not toe 
fast), etc. 
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Even 'the above words are not an absolute indication of the tempo or time, 
but they approximate it. Thus, a movement in quarter-notes, marked Grave, 
would be performed very slowly; marked Andante j neither slow nor fast; but 
marked Prestissimo, these same quarter-notes would be executed as fast as 
possible. i 

The relative values of notes always remain the same, but the absolute values 
change with every change in the tempo. The Metronome, invented by Mael- 
zel, indicates the tempo with mathematical exactness, and it is to be regretted 
that it is not more generally used. A general idea, of the above terms will 
be gained by referring to this instrument. 

DYNAMICS. WORDS AND MARKS OF EXPRESSION. 

That which appertains to power and quality of tone belongs under the 
head of Dynamics. The five principal degrees of power are represented by 
the words pianissimo (as soft as possible), piano (soft), mezzo (medium), 
forte (loud), fortissimo (as loud as possible). The words piano and forte 
are modified by the combination mezzo-piano (medium soft) and mezzo forte 
. (medium loud), and all are abbreviated as follows: pp, p, mp^ m, mf f ff, 

A tone has also five principal ntodes of expression, called and indicated as 
follows: I. The organ tone, indicated thus: zn which has the same degree 
of power from beginning to end. 2. The crescendo, thus: — <, commencing 
%oftly and increasing at will. 3. The diminuendo, thus: the opposite 
of crescendo. 4. The swell, thus: ^«:cr=»— , a union of ores, and dim. 5. 
The sforzando, thus: a or <, or >, or abbreviated sfz,fz, etc.; an explosive 
sound followed by an instantaneous diminuendo. 

Various other signs and words are used to indicate the manner of expres- 
sion, a few of which are here given: 

Legato; smooth and connected; also indicated by enclosing the notes with 
a curved line, ('^) called a slur. 

Staccato; short or detached; also indicated by points ("'0, <3ots (**•*), 
or a combination of dots and the slur (-^O (placed over or under the notes) 
thus giving three degrees of staccato. 

Accelerando; a gradual acceleration of the tempo. 

V Rallentando; a gradual slackening of the tempo. 

A piacere or ad libitum; the tempo at pleasure, 

Sostenuto or tenuto; sustained. 

Scherzando: snortive. 

Dolce: sweetly. 

Waestoso; majestically - . etc.-, etc. 
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ABBREVIATIONS, &C. 

Divers devices to economize space and time are often made use of. ThuSj 
when the same sound is to be repeated several times in a measure, one note 
equal to all of thein may be so written as to express this repetition, for ex. : — 

Written. Performed, Written. Performed. 



30. 





Written, a. Performed 




As seen in Ex. 29, if the same sound be desired eight times, each of the 
value of an eighth note, they may be indicated by a whole-note accompanied 
by one stroke ; if sixteen sixteenths are desired, then by a whole-note and two 
strokes. Ex. 30. shows the method of expressing six eighth-notes (a), four six- 
teenths (&) and two sixteenths (c). 

The Tremolo, a more or less rapid alternation of two tones or a group of 
two parts, may be abbreviated after the same principle, Ex: 



Written. Performed. 



31 ^^Eg^^^^g3i=3^E|3E|=M=«3^ 

Further, the repetition of a group of notes may be expressed by a single 
stroke (Ex. 32. a) if in eighth-notes, by two strokes if sixteenths (Ex. 32. h) 
and the repetition of an entire measure, when the notes are of equal value, 
may be signified by one, two or jnore strokes according as the notes are eighth, 
sixteenth, etc. (Ex. 32. (c). 



WriP/^n 



Performed. 



33. 





1 








0. 




















* * 5 ^ 1 — 


p-^ — 1 










— 0 — 0 1 



C. Written. 



Performed. 







— srf-f-*— 

— 1 -T-N-h-T-U^ 




0-i 




0 — —.0-^ 










— 1 — 











To indicate the repetition of one or more measures in which notes of dif- 
ferent values have been used, the passage is enclosed with a curved line or 
brackets and marked his ("again"). Ex.: — 
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When an entire musical period is to be repeated, dots are placed at the 
double-bar§. If placed before the double bar, thus: — it signifies the re- 
petition of the preceding period; if after, thus: then the period fol- 
lowing. 

This character (y^) with the words al segno to the sign") indicates a rep- 
etition commencing back where the (jf!) was last placed, and, finally, Z>a Capo 
or D. G. signifies a repetition from the beginning, in which case the final (;lose 
is generally marked with the word Fine, or a pause over a double bar, 



thus 



■m 



Where a rest of several measures is to be observed, it is indicated by a 
stroke across the staff and the number cf measures of silence desired, for ex. :■— 

30. 



34=. 



Kests for one, two, three and four measures, no matter in what time the 
composition may be written, are often expressed as follows; 



35. 



The whole-rest is used here in the sense of a whole-measure rest and not in 
the sense of its equality with a whole-note, 

INTERVALS.* 

The difference of pitch between two sounds is termed an Interval. To the 
ear, the compass of an interval is determined by the relative graveness and 
acuteness of the two sounds, and to the eye by the space occupied upon the 
staff. The designation of an interval is determined by the number of staff- 
degrees embraced. Thus, two sounds expressed on the same staff-degree form 
an interval termed a Prime. No. 36 exhibits several different Hounding inter- 
vals, but as all are expressed upon the same staff-degree, they are all primes, 

(Unison.)* Pbimes. 





















779 — 




— 



* Kemark. — An unison or prime of one and tlie same sound, is only a theoretical interval, since 
in order to fulfil the conditions of a real or practical interval, there must be a difference of pitch. 
We would remark here also, that in teaching the present subject it has been the author's custom 
to introduce at first only intervals in general, reserving the subject of specific intervals until their 
derivations are thoroughly understood. These will therefore be developed in detail a few pages 
further on. 
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An iQterval occupying two staff-degrees is called a Second, no matter what 
changes in the sound are made by the application of sharps or flats. Ex. : — 



Seconds. 



37. 



2^ :2s?i?£: 12^^ 



' A Third occupie^s three staff-degrees; a Fourth, four; a Fifth, five, and so 
on. We append examples: — 



Thirds. 



FourVis. 



3S 



eto. 



Fifths. 



Sixths. 



30 



is: 



is: 



is: 



:S2: 



etc. 



4LO, 



l2s ^bbi^i. 



Fighths or Octaves. 



'i9' 



:s: 



3?: 



1 



:s: 



::s: 



s: 



etc. 



Ninth. 



-(9- 



Tenth. Fleventh. Twelfth. Thirteenth. Fourteenth. Fifteenth. 



j2. 



^1.9*: 



Second. 



Third, 



— 
Fourth. 



Fifth. 



— ^ — 
Sixth. 



Seventli. Eighth. 



Intervals, as a rule, are counted from the lower tone upward. When 
counted downward, it should be so specified, for ex. I a fifth, sixth, etc., *^be- 
low.'^ Also, for the sake of greater simplicity, intervals greater than an oc- 
,tave are reckoned as seconds, thirds, etc. 

Two methods of practice should follow here, in order to ensure a thorough 
comprehension of the subject thus far. 

\st. Let the pupil be required to name the Various general intervals from a 
given letter. 

2n6?. Require the pupil to name the interval between any two given letters. 

MELODY. 

A succession of tones rhythmically ordered, -possessing an intelligible mean- 
ing and moving themselves around a chief-tone is termed a Melody. By chief- 
tone is to be understood that tone, upon which a melody can close, producing 
a sense ,# perfect rest. A melody may be rendered by one or more voices or 
instrument's in unison or in octaves. 
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MOTIVE. FIGURE. 

A Motive or Figure is a group of two or more -notes from wMch may be 
"Constructed passages of different kinds. Afewof the multitudinous modes of elab-. 
orating a motive are shown in the following examples. Careful study and 
practice upon original motives are earnestly recommended, as readiness in this 
direction enables the composer not only to be economical with his ideas, but 
also to secure unity in his compositions. 

1st Taking the following group as a motive; — 



a passage may be formed by its simple repetition, thns:- 



4:3 



etc. 



^nd. The motive repeated on other degrees higher or lower, thus:- 



Zrd. The motive repeated in more distant positions, thus:- 



45. fe=fe 




Ath. Reversing the direction of the intervals in the original motive, thus; 

Original, Beoersed or contrary. 



\ ^- 



and repeating as in Ex. 43, 44 or 45, etc. 

bih. Alternate use of the original and contrary motion, thus: — 



4.7 




&th. By augmenting or diminishing the value of the notes, thus:- 
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^th. Free; i. e. using different intervals from those in the original motivCj 
for ex.: — 



4. 0.^iry ^---9---^ 



8ih. Partial abandonment of the melodic character of the motive, thus: — 



eto. 



^th. Total abandonment of the melodic character, but retention of the 
rhythm:- — 



51 









^^-^ ^ ^ ^ — 



It is hardly neccessary to add that the above is a mere suggestion of the 
possibilities of invention. 

HARMONY. CHORD- 

The scientific union of two or more different sounds is termed Harmony 
One such combination is called a Chord, Ex.: — 



S3 



CONSONANCE. 

The union of two or more tones possessing in itself the quality of indppend^ 
ence or sense of rest, is termed a Consonance. Ex. : — 



5 3.1 



DISSONANCE. 

The combination of two or more tones which produces the effect oi depend 
ence, a sense of unrest, a striving toward VQ^i, is termed a Dissonance' Ex.: — 



54..] 



RESOLUTION. 

The progression, according to established rules, of a dissonance iiL<;o a coP' 
Bonance, is termed a Resolution. 
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DECEPTIVE CADENCE. 

The progressioa of one dissonance to another mstead of the expected reso- 
lution into a consonance, is termed a Decej)tii5e Cadence. 

SCIENCE OF HARMONY. 

Tnis branch of music treats of the construction, entrance and progression of * 
chords according to established rules. 

SCIENCE OF METRICS. 

This branch treats of the construction of different kinds of rhythm, and the 
symmetrical joining of musical sections, phrases and periods. Also of the ac- 
cented and unaccented parts of measures and the correct method of placing 
chords with regard to accents. 

SCIENCE OF COUNTERPOINT. 

This treats of the construction of two or more independent melodies, which, 
though heard at the same time, do not transgress the laws of Harmony. In 
Counterpoint the different melodies may be begun together, or they can follow 
each other in imitative style, and then move on together, as for ex. in Canons 
and Fugues. 



M ♦ M 



CHAPTER II. 

THE THEORETIC ESTABLISHMENT OF THE TONE-SYSTEM. 

We have already rehearsed the practical development of our tone-system, 
and as it is decidedly appropriate in a work on theory that the confirmation 
or reason-why of that which is practical shall also be given, that confirmation 
will be in order here. The tone-system, as we have seen, is that series of tones 
which form the base and material of musical composition. 

A string stretched over bridges, if vibrated and shortened little by little by 
approaching the bridges nearer to each other, will produce an almost indefinite 
number of differently pitched tones. There would be too many and too little 
difference in their pitch for practical use, if all were adopted; therefore, the 
proposition is to select such a series from this mass as have a practical variety 
of pitch, and at the same time are related, thereby capable of being formed 
into scientific melodies and harmonies. 
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To test this relation among the tones, the following simple experiments will 
be sufficient. 

It is a well-known fact that vibrating bodies vibrate not only fro^u end to 
end, but also simultaneously from half to half, third to third and so on; i. e,, 
a body divides or bridges itself at these equi-distant points. It will be readi- 
' ly understood therefore, that a string, in dividing itself into so and so many 
parts, will give forth an equal number of tones at one and the same time, all 
of them differing in pitch, and all relatively audible in proportion to the vigor 
of their vibration, though all these sub-tones or Harmonics, as they are termed, 
will be very soft in comparison with the tone given out by the entire string. 
If the entire string gives forth, for example the "great-octave F'' (see dia- 
gram), 




a bridge placed at the exact centre will cause each half of the string to give 
F aiso^ but an octave higher; i. the "the small octave f.^' 



f. f. 




Again, if bridges are so placed as to divide the string into thirds, each 
third will produce the fifth higher; i. e., the "once-marked c." 



e. c. c. 




Two-thirds of the string will give the octave lower; i. e., the "small-octave 
c," a fifth from the F produced by the whole string. 




JSTow, in attempting to develope a tonal-system, the relation or interval be- 
tween two certain tones must be adopted and perpetuated throughout the en- 
tire system, in order to secure relationship among all its members. 

There can be no more intimate relationship than that existing between a 
fundamental tone and its harmonics. The first harmonic, in order of power, 
is the octave of the fundamental, but a perpetuation of that relation would nev- 
er yield a tone varying in pitch from the fundamental^ except at octaves 
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The uext harmonic most audible, is the fifth of the fundamental The per- 
l>etuatiou of this relation continually yields new tones. 

This was the relation, a consonant fifth, so called because of its inherent 
quaUty of independence, used in the establishment of our system, therefore the 
first; tone added to the starting-point (F) was 0; the next added was the fifth 
of C, G-; then the fifth of Gr, D; and so on, as per following series: — 

F, C, G, D, A, E, B, 

Thus, each tone in its turn was first derived and then became a derivation, 
thereby securing the chain of relationship binding the whole system. 

TONIC. 

Each letter, except B (the reason of which will be given directly) was taken 
as the initial of a series, and the alphabetical order of the remaining letters 
constituted the group or family which acknowledged this as their chief-tone, or 
as it was termed, the Tonic. 

THE GREEK OR ECCLESIASTICAL SCALES. 

These various scries, distinguished by fixed names, formed the Greek or Ec- 
clesiastical Scales, their individuality consisting in the different order of the 
intervals or steps and half-steps composing them. 

All but the Ionian and JEolian have been abandoned in modern music, but 
we append them all, directing attention to the order of their intervals. 

Greek or EcoiiEsiASTicAL ScAiiES. 

1, 2, 3, 4, 5, 6, T, 8. ^ ,V 
Lydian, F, g, a, b, c, d, e, f. 

Ionian. C, d, e, f, g, ,a, b, c. • ' 

MixO'Lydian, G, a, b, c, d,. e, f, g. 

Dorian, D, e, f, g, a, b, c, d. 

M)lian, ^ A, b, c, d, e, f, . g, a.. 

^^^^^^^^^ ^^^^^^^^^ 

Phrygian, E, f, g, a, b, c, ' d, e. 

SUB-DOMINANT. DOMINANT. 

As stated above, the first tone of each series or scale was called the Tonic; 
it is the tone, around which, the others revolve; it is, so to speak, the 
centre, from which they radiate, and towards wbich tbey gravitate. Nearest 
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related to the tonic, is that tone from which it sprung (its fifth below), and 
that tone which in turn sprung from it (its fifth above). These related tones 
were called Dominants, so named on account of their dominating or controlling 
influence in determining the tonic. The first was called the Sub-Dominant, 
and the last the Dominant. The dominating influence of the latter, it must be 
remarked, is greater than that of the former. If C, for ex., be regarded as 
the tonic, then F is its sub-dominant, and G its dominant; if A is the tonic, 
then D is the sub-dominant, and E the dominant. It being essential that the 
dominant shall always be the consonant fifth of the tonic, here will appear the 
reason for not using the letter B as the tonic for an Ecclesiastical Scale. 

An alphabetical series commencing with that letter would be as follows: 



B, c, d, e, f, ^g, a, b. 

and, as will be seen, the fifth (F) is not a consonance with the B, therefore, ai3 
the scale had no Dominant, the letter B could not be established as a Tonic. 

EXTENSION OF THE TONE-SYSTEiW. 

Parallel to the want of a Dominant in the series commencing upon B, though 
by no means so serious a matter, the Lydian Scale, whose Tonic was F, lacked 
a sub-dominant. These needs were supplied in the progress of time by the addi- 
tion of new tones to the system, by means of perpetuating the same relatioir 
as that existing between the others. Thus, the consonant fifth below 'E.viz: 
Bb, was adopted, supplying a Sub^dominant to the Lydian Scale ; then, F|f was 
added to the other end of the system, furnishing a Domiimnt to B. The ex- 
tension was carried forward until at length the system with its adopted tones 
stood as follows: — 

ab, eb, bb, F, C, O, D, A, E, B, i% c|, g| 

Here it remained for a time, but as the ab and gji came so near being an 
octave, it excited a discussion among the theorists tvhich resulted in the addi- 
tion of other tones in the endeavor to find an interval which would fulfil the 
conditipns of a perfect octave. The sj'^tem was extended as far as the fol- 
lowing series indicates: — 

ft?, ab, eK bb, F, 0, G, D, A, E, B, f|, cf , g$|, &% a#, eft b|. 

and Vto perfo:^ octave appeared. 
Then, each letter w^s double-sharped and doylfte-fetted, as follows: — 
fbb, ebb, gbb, dbb, abb, ebb, bbb; fb, cb, db, ab, eb, bb; P, C, G, 
D, Aj B, R; f§, c^'g| d^, b% b|f; fx, cx, gx, dx, ^^x, ex, bx. 

resulting finally in the declaration that the octave relation would never appear 
though tones were added ad infinitum. The system was affirmed to be one 
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without end, and, on account of being composed of consonant oi pure fifths 
was designated the Pure System. 

EVEN TEMPERAMENT. 

Certain other more progressive theorists, however, regarding this mass of 
tones, infinite in number, as unpractical, advocated forcing an octave between 
the Ab and Gjf alluded to, by means of tempering or tuning the fifth a shade 
smaller. 

Thus, by flatting each fifth throughout the system a very slight degree, the 
Ab and G|j! were brought into the relation of a perfect octave, thereby estab- 
lishing a boundary, reducing the infinite number to twelve tones in the com- 
pass of an octave and fixing a system of more practical use in both Melody 
and Harmony. 

This was called the Even Temperament. The strife among the theorists as 
to which is best has continued down to the present day, but as nearly all of 
the greatest masters. Bach, Haydn, Mozart, Beethoven and others, adopted 
and used the Even Temperament, besides the fact that all keyed instruments 
are adapted thereto, the strife seems to be one sided. Weitzmann^s illustra- 
tion is terse and pertinent,, — Gold is of little utility before being tempered; 
just so, fifths need tempering, in order to prepare them for practical use.'' 



SPECIFIC INTERVALS. 

Specific intervals are measured by steps and half-steps,and, for the sake of 
still greater distinctness, there are two kinds of half-step. If the half-step is 
expressed upon the same staff-degree, as at a, ex. 55, it is called a small or 
chromatic half-step; if it is expressed upon contiguous degrees, as at 6, e:j^.55, 
it is then called a greai or diatonic half-step, 

a, Ghrorfiatie dr small. J}. I>iatonic or great 











w 


^ ^fi _ 


— . 1 















Thus iiV, we have pf esented Only intervals iu general. We hav%Iean;^^or 
fi^ample, ths^t Kstm occupying two contiguous staff-degrees always forip sec- 
owds, no iijatt(?r what vacations in the ^uhd may be effected throug^i the use 
\i sharps and flats. To distinguif3ii these variations, one from the other, a 
4>cc'al name for each is nescessary. 
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CLASSIFICATION OF INTERVALS. 

Intervals are divided iato four general classes, as follows: — 

I. Major. 

II. Minor; a small half-step smaller than major, 

III. Diminished; a small half-step smaller than minor. 
lY. Augmented; a small half-step greater than major, 

Remabk. — In modern compositions, intervals smaller than diminished^ and greater 
than augmented sometimes occur. Such are called double-diminished or double-augmevr- 
ted, and frequently require the use of even a /ripZe-flat or ^ripZe-sharp. Although rare- 
ly used, these are as logically correct as the douhle-^^i or doiiftZe-sharp. 

It will be seen from the above definitions that major intervals are taken as 
the basis from which to determine the others, therefore the first effort should 
be towards fixing the basis thoroughly in mind. 

DETERMINATION OF MAJOR INTERVALS. 

A Major Prime is one and the same tone. • 
A Major Second is one whole step. 
A Major Third is two whole steps. 
A Major Fourth is three whole steps. 

A Major Fifth. — The fifths have already been learned in the establishment 
of the tonal system. 



f, c, g, d, a, e, b, f, c, g, d, a, e , b, F, C, G , D, A, B, B, f, c, g, d, a, e, K 

^ x • 7" 
f, e, g, d, a, e, b. 

A Major Sixth is a major fifth and one whole step. 

A Major Seventh is a major fifth and two whole steps. 

The Major Octave, Major Ninth, etc., are regarded the same as a Major 
Prime, Major Second, etc. ^. 

Table of majob intebvaiiS peom F. 

Majob. 

Prime. Second. Third. Fourth. Fifth. Sixth. Seventh. COctavR.) 



56. 9 - ^ g ^ 



7S ^ 



-gj^ 25^ ^ 25^ 29 2? '-'rH^' 



The following exercise is here recommended. Let the pupil be required to 
name and write all the major intervals from the viarious letters, until consid- 
erable readiness is acquired. 
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MINOR miERYALS. 

As already defined, they ai*e a small half-siep smaller tlian major mterrals 



Ex. :- 



Major. 



Minor. 



Major. 



Minor. 



i 



-6^ 



— ^ — 
Fourth. 



Fourth. 



Minor 
Second. 



Third. pUrd. 

Table of minor intervals from F. 

Thi/rd Fowrth. Fifth. Sixth 



Seventh. 



58 



"27" 



Remark.— As a major prime is one and the same tone, no smaller interval can exist; 
therefore a minor or diminished prime is not conceivable. 

The mode of practice here should be to ask the pupil to name and write the 
major and then the minor of any required interval, for the major is the basis 
from which the others deviate, and, as we have remarked before, knowing thatf 
the minor ^ diminished and augmented are easily determined. 

DIMINISHED INTERVALS. 

These are a small half-step smaller than minor intervals. Ex.s— 

Major. Minor. Diminished. 



.9^ 



d2- 



Third. 



Third. 



Third. 



Table of diminished intervals prom 
Diminished. 

Third. Fourth. Fifth, Sixth. Seventh. 



2? 



The third and seventh of diminished intervals occur most frequently; the 
others seldom. Exercise here in naming and writing the diminished intervals 
of various letters. 

AUGMENTED INTERVALS. 

These are a small half-step greater than major intervals. Ex.:— 

Major. Augmented. 



TMrd, Third, 
Table op augmented intervals feom F. 

Augmented, 

Prime. Second. Third. Fourth. Fifth. 



Siccth. 



Seventh. 



1 1 ^S—. 



T) 



^he augmented second ^ thirds fifth and sixth occur oftenest. Exercise.— 
After each of the four classes .of intervals have, been thoroughly learuei 
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Beparafcely, the pupil should be exercised by passing from one class to another 
at random, and finally, the teacher should give both letters forming any inter- 
val and require the pupil to name that interval. These several methods of 
practice, if fully carried out, will ensure ^ ready knowledge of this difficult 
chapter. 



CHAPTER III. 

INVERSION OF INTERVALS. 

Inversion is placing the lower tone above the original upper tone, or the up- 
per tone below the original lower. The following example clearly exhibits 
what is meant by this term. 

c. d. 



a. 



h. 

— 



4th. 



Fifth. 4th. Fifth. 

By placing the lower tone of the position at Ex. 63, above the original 
upper, as at b, or in other words, by inverting the tones at which form a 
fifths a new relation arises; viz: a fourth^ as seen at b. If the upper tone, 
at c, be placed below the original lower one, as at t?, the same relation results 
except that the posiCion is an octave loAver. We give here a few general ex- 
amples of inversion: \ 



< Original Inversion. Orig. Inv. etc. 
( Positibh.' 



70^ 



32* 



3Sj 



JS2 



Second. Hth. Third. Uh. Fourth, ath. Fifth. 4th. Sixth. M. Seventh. SLnd. 



As the thorough compi'ehension of this subject will greatly facilitate the 
comprehension of the entire subject of music, the following rules and examples 
are recommended to careful study and exercise in various keys, both oral and 
written: — ■ 

RULES. 

I. The inversion of all major intervals produces minor. 

Bemaek. — Major intervals will be indicated by Roman, and minor by Arabic nota- 
tion. Diminished intervals will be indicated by placing the sign ( o ) at the right of 
the figure, thus: 7*, and augment sdhy this sign (V), thus: 6^. 

Table of major intervals from F with their inversions. 



.9^ 



m 



Y 



VI 



vn 
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IT. The inversion of minor intervah produces major. 

Table op minor intebvals feom F with their inversions. 



66 



2?" 

3 



4 



5 



75' •■ 

7 



2 VII 3 VI 4 V 5 IV 6 III 7 II 
III, The inversion of diminished intervals produces augmented. 

Table. 



i9- 



"2?- 

3© 6V 4® 5V 5® 4v 6® 3^ 7*^ 2v 
lY. T/ie inversion of augmented intervals produces diminished. 

Table. 



6^ 



-ilk 



*W — —-i^W j| 
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6S 



2v 



3v 6' 



^25 
4V 



5v 



4' 



6V 



3^ 



To render an interval capable of inversion, there must be a lower and up- 
per tone to start with. It follows therefore that the prime cannot be inverted. 
In some text-books the following examples are given as inversions. 



Inversion of primes. 



Qi octaves. 



60. 



I VIII I VIII VIII I viii I 

These are instances of trans'position (Gr: versetzung, change of position) 
of one voice an octave higher or lower, while inversion ( umkehrung ) means 
to turn upside down. It will readily be seen that altering the position of any- 
thing standing upon a plane, as does a prime^ or causing anything to assume 
the position of a plane, is not inversion but transposition. 

, Those who are familiar with the presentation of intervals and their inver- 
sions in other works on the Theory of Music, will doubtless recognize a dif- 
ference in the present one. Heretofore, in all the text-books which have come 
under the eyes of the author or the editor of this Avork, intervals have been 
divided into the following five classes, viz: Perfect, Major, Minor, Diminished 
and Augmented. In this system, the use of the term Perfect has been dis- 
carded, and all the intervals so classed that they are either Major, Minor, Di- 
minished or Augmented. We deem an explanation of this new departure and 
its advantages apropos. 

' The adjective perfect, means something that is perfect, or else it conveys 
no meaning whatever. It follows naturally that to speak of a perfect 
fourth and a perfect fifth, in the present prevailing use of the Even Tempera^ 
ment, is a contradiction in itself because both of those intervals are temperedj 
t. e., they are not perfect. 
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The only intervals wliich maf b6 properly retained as perfect^ are the j>nm<* 
and octave, but as the wbrd Major can qualify those intervals with equal pro- 
priety and distinctness, we have adopted its use, and have thereby been en- 
abled to cast aside one siiperfluous terni, thus rMucing' the number of classes 
from five to four; and making a step towards the simplification and systemiza- 
tion of an abstruse , subject. This, ^-ccording to our conception of a text-book, 
will recommend itself to a^y unprejudiced, progressive mind. The advantages 
claimed for the system of internals as pi^esented in this text-book are as fol- 
lows ^ ; ^ 



1. One certain interval (the major) may always be taken as the starting- 
j)oint from which to determine the wmor, diminished £Lnd augmented; therefore, 
knowing the major, we can easily determine the augmented, as it is a half-step 
greater, or the njinor, as it is a half-step smaller, or the diminished, as it is a 
half-step smaller still. 

With the use' of ''perfect^ intervals, this systematic order is not obtainable 
(compare the following tables). 



Perfect. Maj. Min. Dim. Aug, 



Primes. 



Seconds.^ 



Thirds.i 



Fourths. 



FlFTHS.7 



Sixths.! 



Sbvenths. 



Octaves. 
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page 34. 
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Ccmmencing with thirds, there is a marked difference throughout the two 
tables, more especially in tjie diminiahed intervals, and, as will be remarked, 
the second table (tl), the one set forth by this system, discards class of 
'perfecV intervals entirely. 

2, As will be readily seen, greater system and regularity, therefore greater 
simplicity, is secured by the niethod exhibited in Example 11, and furtlier, one 
serious error is disposed of, an error which has long been a cause of perplexity 
and confusion to the stud.ent of musical theory. We allude to the way of 
teaching diminished intervals. No. TO professes to give the various intervals 
ta^kipg the tone C as a starting-point, and, as will ,be noticed, the diminished inter- 
vals arp sp naade by raising the lower tone, wliereas in the second 
the upper tone, instead, is depressed. 

If a pupil were asiked to name the letter forming a diminished third from 
GJj, would it be reasonable for him to answer, *^G]^ and E|2 ?" (compare above 
tables on that interval). The diminished third of Cj^ is obviously El?)?, and 
Ei? is the diminished third of Cjf as a starting-point, It is stated that this rais- 
ing of the lower tone comes of itself^ thrbiigti the relations developed in in- 
versions; viz: the inversion of augmented intevYSih produces diminished. (It 
IB quite as correct to say that augmented intervals are produced through the in- 
version of diminished; therefore the origin of each is equally dependent upon 
the other). To prpye^hat in order to diminish an interval, it is correct to 
raise the lower tone, the augmented fifth is used, or rather misused, in the folio wr 
ing-wise, 

It is said that if F and CJI-, an augmented, fifth, be inverted, the diminished 
fourth, Gjl and Ej resultSy as follows: / 

Hence, the elevation of the lower tone comes of itself. The deduction is 
therefore, that the diminished fourth of Ctj is C|f and E. Is it any wonder 
that confusion follows ? If we are compelled to seek the origin of the diminished 
fourth of Gin an augmented fifth, would, it not be quite as reasonable to use the 
tpAes Eb and C|, which certainly form just as corvect an augnaented fifth as Flj 
and C|? By inverting El? and C| we shall discover that the dhnmished fourth 
is. formed by depressing the upper tone of a minor fourth, thus: ' • 

The relation produced, that of a diminished, fourth^ abstractly considered, is 
of course the same, whether the lower tone is raised, or the upper tone lowered 
but, considered in connection with Cj;j, E{2 is clearly its diminished fourth, while 
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Ft} is the diminished fourth of CJf, therefore belonging to quite another Tonic. 
It will be seen in the table, Ex. Tl, that all the diminished intervals are formed 
from the minor in the same way {the octave excepted, of which we shall speak 
presently) 1 e,^ by lowering the upper tone. 

Again, in connection with fourths, if we reason a little farther we shall see 
that if C and Fb, thus:— "| form a diminished fourth, then the minor- 



fourth, which is only a half-step greater, must be C and FJ}, thus: — 



-A 



aud not a major or perfect-fourth, as according to other text-books. Again, 
if C add F form a minor-fourth, then the 'mq;br-fourth, which is a half-step 



greater than the minor, must be C and Fjj:, thus: — ^ 



So also the 



augmented fourth, a half-step greater still, must be C and Fx, thus: — 



We have given the fourt^is in the table according to the above sequence. 

Passing on to fifths, we remark that if C and G form a major fifth, then 
the minor fifth, a half-step smaller, must be C and G]?, (compare tables on 
this interval). If C and Gj? form a minor fifth, then 0 and Gbb, a half-step 
still smaller, must be the diminished fifth, and C and G|f, a half-step greater 
than the major, the augmented fifth. 

The prime and octave are essentially the same thing, but as lowering the 
upper tone of an octave a half-step {a, Ex. 14), or raising the lower a half-step 
(6) creates an interval to which the term prime cannot be properly applied, it 
becomes necessary to provide for this, so to speak, irregularity. 

a. h. 



If we invert the major octave, as for example: 



^^^^ « — is: 



the relation is in no wise altered. It therefore follows that, as the inversion 
of major intervals produces minor, and vice versa^ the octave is the content 
of both major and minor. It then follows that any deviation from this rela- 
tion must be termed diminished or augmented. 

The different kinds of octaves, therefore, are as follows: 



^ « -iS^ 

Content of 8^ ' 

Major (VITI) and Minor i8). 
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PART 11. 



CHAPTER IV. 
MODE. (KEY.) 

The HARMONIC FOUNDATION of a musical composition is termed the Mode 
or Key, 

MAJOR MODE. 

We have seen that in a melody there is a chief-tone or Tonic, aroutid which 
the other tones revolve, and upon which they may center at last with a sen^^ 
of complete rest. Parallel to this, in harmonic compositions, there is a chie^ 
or Tonic-accord, to which the other harmonies are subservient, atid upon 
which they must also finally rest. 

A single string or column of air put into vibration, gives out, in addition 
to its fundamental, the octaves, Jifths and thirds of that tone, and so on eveii 
to seconds, in the minuter divisions of the body, but the harmonics most audi- 
ble may be stated as in the following example, supposing C to be the funda- 
mental : — 

w 



Fund. I Sarmonics. 



There are three different tones, C, e, g, the others being duplicates, as will 
be noticed. * 

MAJOR TRIAD. 

Nature, therefore, gives us our j^rs^ accor<i, and from this, the whole system 
of Harmony evolves. The accord consists of n fundamental (C), its major 

third (e) and major fifth (g), and any combination of three tones presenting 

these relationships is termed a Major Triad. 

The intervals in such a combination are all consonances, as follows: — 

C— E, a consonant or ma^or third. 

C — G, a consonant or major fifth. 

E — G, a consonant or minor third. 
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The accord possesses, therefore, an inherent sense of independence, making 
it perfectly adapted to becoming the chief-aceord or Tonic-triad in a major 
mode. We have then as the Tonic-triad in the mode or key of C major, the 
following: — 

C, e, g. 

Since this is a c/i2e/-accard, the fact is implied that there are also related- 
accords. The tones nearest related to tlae Tonic, as we have already learned, 
are its two dominants. Thus, with C as Tonic, we should have the following 
scheme: — 

Svb-Dom. Tonic. Dom. 

Ndw, if we add the necessary tones to construct major triads upon these 
letters, our scheme will stand as follows:— 

S-iih-dom.-triaAi To^ic-tndd} Dom triad, 

A single triad, by itseif, cannot determine djcey, for the reason that each 
and every triad, as w%(^ he seen later, may belong to several different heys. 
In order, therefore, to fii-mly establish any desired key, a .9 wcm9,<??:on of accords 
is necessary, in which sh^ll appear the triads of the Tome and both dom- 
ihi ants. T'his is a point to be ■ well ^reineniberedi 

MINOR TRIAD. 

Thdse tones situated a minor third below, and a major third above the 
Tonic, are also closely related to that tone. These are referred to, in their 
connection with the Tonic, as " re/a^e(i 1^ the third,^^ and upon these tones, as 
upon the Tonic, Sub-dominant and Dominant, we can also form triai^s, as in 
the following scheme:—- 



The bi^acltets ( | ) ) indicate the new triads; which are Msed upon a and e 

as fnndamentals. 

Examination of the triads, a, G, e, and e, G_, b, will discover them to be 

formed of a fundamental, its minor third arid major fifth. Siich a combina- 
tion is always a cohsohaht accord: ahd^ is called a Minor Triad. The essential 
difierehce between a ihajot and: nainor ti*ia;d, as wiU^ be hoticedvlies in the third. 

These triads, based upon those tones related in the third, are closely related 
to the Tonic-triad inasmuch as two tones of each are also members of that 
Tonic-triad, thus* 

a, d,^ e, b. 
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Major and minor, triads are the only con so^ai^t accords in the range of 
Harmony, All the other accords^ in whatever form^ are dissonant. 

DIMINISHED TRIAD. 

There still remain two tones, i;i2:: D and B, more distantly related to the 
Tonic, upon which we may also form triads, as follows: 



P. 



• • • • 



F, a, G, e, G, b, ID, 
I Jl 1 

The triad D, F, a, consists a fundamental^ its minor., third and major 

fifth, and is therefore a minor triad, but, as its connection with the Tonic-triad 
is principally through the triad of the Sub-dominant, , its relation to the chief 
accord is more distant than the minor triads heretofore developed. The triad 
b, D, F, presents a new formation, viz., iA. fundamental, its minor third and 

minor j^th',s\ich a combination is a dissonant accord and is called a Dimin- 
ished Triad; 

MINOR SUB-DOMINANT TRIAD IN A MAJOR MODE. 

We have stated on a preceding page, that a major mode can be firmly es- 
tablished by the proper use of the three majorrtriads, viz: the triads of the 
Tonic, Sub-ddminant and Dominant. 

The triad of the Sub-dominant, however, can be made milder,' making the 
character of whole mode proportionately mild, by depressing the thi7'd a small 
ha If step. Our scheme, with this alteration, will appear as follows:-^ 

fT^Tc, e, G, b, D, 

The Sub-dominant-triad by this change becomes a minor tpiad, just as satis-, 
factory in its aid to establish the key, but less bold in: character. 

Bemark.^ — No such change can be allowed to the Dominani'tj!iad. (G, b, D, ) as that 

would lead immediately to another key. In a majob mode, therefore, the Dommani 
triad must always be major. 

AUGMENTED TRIAD^ 

Presenting the last scheme again, and considering the tones a|2, C, e, w© 
find still another relationship. 

P, ab, C, e, G, b, D. 



D. 



This last formation consists of a fundamental fajz) its major third (C) and 

augmented fifth (e). It is a dissonant accord and is called an Augmented 

Triad. The above scheme also adds another diminished triad (see letters 
D, F, ab). 



* • e • • 
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MAJOR SCALE. 

If the seven stem-toues of the foregoing C niajor mode, vizi F, a, C, e, l),D, 

(ai?, having been introduced into the mode artificially, cannot be considered a 
*i^?m-tone), be now arranged melodically degree-wise, commeacing with the 
Tonic, the series so formed will be the 

MAJOE SOAIiE OF G. 

1, 2, 3, 4, 5, 6, 8. 

Ascending. d, e, f, g, a, b, C. 

Descending. 

8, T, 6, 5, 4, 3, 2, 1. 

,A scale, therefore, is the degree- wise succession of the tones of any certain 
defined mode or key. 

DIATONIC SCALE. 

By this term, is to be understood, a scale moving itself in the stem-tones of 
a mode, presenting no smaller intervals than minor seconds, and none greater 
than major seconds. 

LEADING TONE. 

This member of our tone-system lies a great half-step below the Tonic. Thus, 
in the mode of C niajor, the leading-tone is B. The character of the leading- 
tone is a striving towards farther progression; hence its name. 

CHROMATIC 

All those which are not strictly stem-tones in a mode, are said to be chro- 
matic, Ex. (see cross, x ) : — 



7S 



X 
0- 



The D^, r| and A|2 in the above example are, in the key of (7, chromatic^ 

CHROMATIC SCALE. 

A passage composed entirely of half-steps, is generally termed a chromatic 
scale. Ex.: — 



ENHARMONIC. (EQUIVOCAL) 

Such tones, according to the Even Tempered System, as occupy different 
staff-degrees, thus bearing different names, yet sound the same, are termed En- 
harmonic Tones, for ex.: — 



^0- 



-M, 1 

-n- j- I etc. 
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RESUME OF THE TRIADS DEVELOPED IN A MAJOR MODE. 

Three major triads, viz : upoajthe^ Tonic, Sub-domiuant and Dominant. 

Three ra'nor triads, viz: upon the tones related in the third and upon tfee 
second degree of the scale. 

Two diminished triads, one upon the leading-tone, and one upon the second 
degree of the scale in the milder major mode. 

One augmented triad upon the third of the minor Sub-dominant triad. 

RESUME OF THE RELATIONSHIPS PRESENTED IN THE ABOVE TRIADS. 

Major triads consist of a fundamental, its major third and major fifth. 

Minor triads consist of a fundamental, its minor third and major fifth. 

Diminished triads consist of 2i fundamental, li^ minor third ^m^minor fifth. 

Augmented triads consist of sl f undamental, its major third and augmented 
fijfh. 

llEMABK. — The above are the only specific names given to triads, but many other 
similar combinations are possible, as will be seen further on, to which the general 
niiine of Altered Accords, is given. There are, however, as we have already stated, 
only two consonant g^ccords (major and minor triads) j all others whatsoever being 
dissonant, 

— . » < ♦ » < 



CHAPTER V, 

THE SIGNATURE, ITS ORIGIN AND OFFICE. NORMAL MODE. 

The mode of 0 major is regarded as the Normal Mode. All other major 
modes are constructed according to the relationship set forth in that; i, e., 
there must be three major triads, based respectively upon any tone chosen as 
Tonic, its Sub-dominant and Dominant. 

MODE OF F MAJOR. 

If we take, for example, the tone F, as Tonic, and form a major triad upon 
that fundamental (see relationships of that combination above), the Tonic- 
triad will be — - 

F, a, c. 

The ^ub-dominant of F is B!?, a major fifth below, or minor fourth above 
that tone: A major triad upon B|? consists of the tones — 



Bl?, d, f; 
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The Dominant of P is 0, a mojjor fifth above, or a minor fourth below the 
ToniC) A m^jor triad upon G will be as follows: — 



e, g. 

How if we U;nite these triads in their proper position, the scheme will pre* 
gent the tones forming the mode of F major, thus:— • 

Stcb-dom. triad. Tonic-triad. Bom. triad. 

d, "^r^ a, e, ^G, 

SCALE OF F MAJOR. 

Ifi these tonfes be arranged degree- wise, or in alphabetical order, com- 
mencing with the Tonic, the result will be the Scale of E Major. 

1, 2, 3, 4, 5, 6, 7, 8. 

Ascending: P, g, a, bi?, C, d, C, P. 
Descending :¥ J C, d, C, bb, a, g, P„ 

8, 7, 6, 5, 4, 3, 2, 1. 

The introduction of the first flat (B!^) occurs then, by forming a major mode 
upon F, as the Tonic. 

The relationships of the new mode will be found to exactly correspond with 
those of the normal mode (0 major). The comparison may be made between 
the triads of the two modes or between their scales. 

In the first method, major triads will be found upon the Tonic, Sub-domin- 
ant and Dominant, and in the last, the steps and half-steps will be found to 
occur between the same numbers of the scale. 

SIGNATURE. 

So long as a composition or movement remains in the key of P major, the 
relationships of that mode must be maintained. For the sake of convenience, 
the altered tone (Bi?) is indicated at the beginning of a composition or move- 
ment, by placing a flat (1?) upon that degree of the staff which bears the 
name of the tone to be altered. This sign is called a Signature, and, in the 
present case, would be written as follows: — 



SI. 




BRACE. 

The Brace ^ | ") is a character used to unite or indicate the several staves 
wliich are to be played or sung together. 
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AGGIDENTALS, 

The influence of the signature continues throughout the composition; unless 
contradicted by the use of accidentals, or by a change of signature. Thus, if 
the signature consists of one fiat, or according to common usage, if the signa- 
ture ''is one flat," the letter B is to be flatted every time it occurs, unless con- 
tradicted, no matter what its position upon the staff may be, high or low. 
Accidentals are characters (Jf, b- W, tf), used either to cancel all or any 
part of the signature, or to alter any other of the stem-tones of a niode. 
They occur in a composition, so to speak, accidentally; i. with no defined 
regularity; hence the name. They are placed immediately before the note to 
be altered, and their influence continues to the end of the measure in which 
they occur, unless sooner countermanded. From the beginning of the follow- 
ing measure, the signature again obtains effect. An accidental afl*ects only 
that staff-degree upon which it is placed, therefore the octaves above or below 
also require the same sign. 

Bema^hk. — These signs are all devised for distinctness and convenience to the exec- 
utant, and, as the^e is never danger of excess in these particulars, there would be 
nothing incorrect in countermanding an accidental even in after-measures, should the 
composer deem a doubt possible. 

MODE OF G MAJOR, 

If we take the other nearest related tone to C, viz : G, as Tonic, the Ton- 
io-triad will be — ^ _ ^ 

Gr, b, d. 

-The Sub-dominant and Dominant of Q- are C and D, and, constructing ma- 
jor triads upon these tones in addition to the Tonic-triad, we shall have the 
stem-tones of the mode of G major, thus: — 

Svb-dom.-triad. Tonic-triad. Dom.-triad. 

SCALE OF G MAJOR. 

Arranging these alphabetically, commencing with the Tonic, the result will 
be the scale of G major, thus: — 

1, 2, 3, 4, 6, 6, 1, a 
A8cmding:—Qy a, b, c, d, e, fj^, G. 

Descending:— f|f, C, d, C, b, a, Or, ^ 

8, 1, 6, 5, 4, 3, 2, 1. 

The introduction of the first sharp (f jjl) occurs therefore, in forming a major 
mode with G as the Tonic, and a composition or movement in the key of G 
major will require a signature of one sharp, that character being placed, upon 
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tbe fifth line where the G clef is used, and upon the fourth line with the P 
clef, thus: — 



Each F, in whatever position, must be sharped, unless contradicted by ac- 
cidentals or a change of signature. 

The foregoing will be sufficient to indicate the manner in which all major 
modes and major scales are constructed, using each tone in turn, in our tone- 
system as the Tonic to such a mode or scale. The tipper figures in the follow- 
ing table show the successive order of the Tonics, and at the same time the 
number of sharps or flats which the mode upon that Tonic contains. The 
figures underneath indicate the successive order of the sharps and' double- 
sharps, fiats and double-flats. 

(8), 7, 6, 5, 4, 3, 2, 1, 0, 1, 
fW?, ebb, gbK dbb, abb, ebb, bbb, 1 fb, eb, gb, db, ab, eb, bb 1 F, C, G, 

etc., 9, 8, 7, 6, 5, 4, 3, 2, 1, 

2, 3, 4, 5, 6, 7, (8). 

B, A, E, B, 1 f^, c#, g% d| a| e| b| ] fx, cx, gx, dx, ax, ex, bx, 

1, 2, 3, 4, 5, '6, 7, 8, 9, etc. 

. The tone C (0) is the Tonic of the normal mode which contains no flats or 
sharps, therefore P w^ill be Tonic No. 1 in the modes with flats, and according 
to that figure, that mode contains one flat. Just so Bb is Tonic Ko. 2, and 
that mode contains two flats, and so on. In the same manner G is Tonic No 
1 in the modes with sharps, and that mode contains one sharp. D is Tonic 
No. 2, and its mode contains two sharps, &c. 

It will be observed that the mode of Fb major contains eight flats, and the 
mode of G:jf, eight sharps, whereas Tve have but seven tones in a mode. \\\ 
the mode of F (tj) major there is one flat (Bb). Now, if we apply a flat to 
each of the seven tones of that mode, the tone B will be doubly flatted; i. e., 
it will have two flats, which, together with one flat upon each of the six tones 
remaining, makes a total of eight. 

The key of G major has one sharp (^^). If we apply a sharp to each oi 
the tones of that mode, the tone F becomes twice sharped, making a total of 
eight sharps in the mode of Gj^ major. 

Modes wnth more than seven or eight flats or sharps only present useless dif- 
ficulties, for in the present use of the Even Temperament, a mode with eight 
eharps, for instance, may be expressed more simply with the use of four flats, or 
a mode of eight flats by the use of four sharps ; further, it is not customary to 
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put more than seven sharps or flats in the signature. It is only in transient 
changes in the mode that so mdny altered tones present themselves, and they 
are then indicated by means of accidentals. 

Here will follow a general view of the various signatures, and, as will be ob» 
served, the order of writing the members of each signature is according to the 
order in which they were generated. 



Table of signatdees anb tonics is major modes. 




''^'< Key of C. 



I 



Key of C. 



r. 



It 2 



V. 



El,. 



fife 



Cb. 



The jBgures indicating the time^ should be placed immediately after the sig- 
nature, for ex.:— 



k9' 



S5. 



9-^ 



-H* — 



CHAPTER VI« 

NORMAL MINOR MODE. NORMAL MINOR SCALE. 

As in the major mode, the Tonic, Sub-dominant, and Burainant-triads are 
of the first consideration. 

11ie character of the major is bright and aspiring; that of the minor is its 
antitliesis, dark and dejected. Everything in the minor is the 0})posile of tiie 
major, therefore the Tonic-triad will be a minor triad. We fmd such an one 
apon A, as follows:— 

a, C, e. 



mawztaij of musical theobt. 

The Sub-domiaaiit and Dominant of A are I) and E ; thus, Tve ha^e as fun 
Jamentals: — 

Sub-dom. SConie. Dom. 

d -a -e. 

Contrary to the major mode, m72or triads must be formed upon these : fun* 
damentals (see relationships of minor triads, page 39), thus: — 

Svb-dom.-triad. Tonic-triads Dom.-triad, 

d, F, a, C, e, Gr, b. 

These tones constitute the Normal Minor Mode, and,if arranged melodical 
ijf the result will be the Normal Minor Scale, thus: — 

i, 2, 3, 4, 5, 6, 1, 8. 

Ascending:— 

A, b, c, d, e, f, g, a. 

Descending: — A, g, f, 6, d, C, b', a. 

8, 7, 6, 5, 4, 3, 2, I. 

Upon the two tom& related in the third to the Tonic, viz: F and 0, we 
find major triads, (see brackets | __| in the following scheme). 



These triads have each two tones common to the Tonic-triad, and thereby 
are closely allied to that accord. 

Upon two more distant tones, viz: B and G, we can also form triads, 

thus* 



b, 



d, F, a, C, e, G, b. 



d. 



••••••• 



The tones B, d, f, form a diminished, and G, b, d, a major triad, 6oth of 

which are related to the Tonic-trlad only through the triads of the Sub-domi- 
nanb and Dominant. * 

RESUME OF TRIADS IN THE NORMAL MINOR MODE. 

Three minor triads, respectively upon the Tonic, Sub-dominant, and Domi* 
nant.' Three major triads: two upon those tones related in the third to the 
Tonic, and one on the 7th degree of the scale. One diminished triad, udou 
the second degree of the scale. 

In the major mode, the 5w6-dominant-triad was made milder by depressing 
or flatting its third. Opposite to this, the Z?omman^triad in a minor mode^ 
may be made bolder by elevating its third. 
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With this alteration, our scheme would present itself as follows:— 

• • • 

The Tonic and Sub-dominant-triads remain minor accords, but the Dom- 
inan^-triad is now major. The key can be equally well established with the 
proper use of these triads, or with those of the ISTormal Mode. 

Remabk. — ^No such alteration can be allowed in the third of the M-dominant-triad 
in minor modes for the same reason that prohibits any alteration in the Dominant- 
triad of major modes, (see remark on that point, page 37). The Sub-dominant-triad in 
a minor 7node must always be minor. 

The alteration of the tone Gr to makes two additional triads possible, as 
per following scheme: — 

^^"^ cl. 



d, F, a, 0, e, G#, b, 

L — J 

The tones C, e, G|f, form an augmented triad on the third degree of the 
scale, and the tones Gj|, b, d, a diminished triad on the leading-tone (G:|). 

SECOND FORM OF MINOR SCALE. 

Arranged alphabetically, commencing with the Tonic, the above scheme 
Till give us the second form of a minor scale, thus: 



1, 2, 3, 4, 5, 6, 1, 8. 

Ascending Ay b, C, d, e, f, g:\, A. 



Descending :^ Ay gj|, f, e, d, C, b, A. 

8, T, 6, 5, 4, 3, 2, 1. 

THIRD FORM OF MINOR SCALE, 

Between F and Gjj:, the sixth and seventh degrees, there is an unpleasant 
interval, an augmented second, a progression decidedly unmelodic. To avoid 
this spring, the sixth degree may also be raised a small half-step producing 
thereby a melodic succession, as follows: — 

1, 2, 3, 4, 5, 6, 7, 8. 

A, b, c, d, e, f'lj:, gjj:, A. 

In this ascending scale the minor character is imparted by the third de- 
gree (c) which stands a minor third from the Tonic, thus in a measure coun- 
teracting the effect of the Fjj;, which, harmonically, cannot appear in the scale 
of A minor. The reason is this: the tone F is a component part of the 
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Sidhdomlnant-triadj which, in a minor mode, must always remain a minor 
triad. The alteration to 'F^ would create a major Sub-dominant-triad, hence, 
that tone cannot harmonically appear in the mode of A minor. The v^hange, 
therefore, m order to improve the melodic character, can only be allowed where 
the harmonic element offers no objection. 

In the descending scale of the third form, the foreign character of the tone 
Fft to the scale of A minor, would be easily felt, as no tone precedes, tending 
to counteract that effect, as is the case in the ascending series. 

In order, therefore, to preserve the minor character of the descending scale, 
it is necessary to use the stem-tone the third of the Sub-dominant-triad, 
and in order to avoid the spring from Gj| to Fij, the stem-tone Gjj is generally 
made use of. 

The third form in full will be as follows: — 

1, 2, 3, 4, 5, 6, t, 8. 

Ascending: — A, b, C, d, 6, f jif, g|jl, A. 

Descending : — A, g% ft}, e, d, c, b, A. 

8, 7, 6, 5, 4, 3, 2, 1. 

The first form of the minor scale is undoubtedly the most correct, but the 
last is generally considered most practical for both vocalists and instrumental- 
istQ. The harmonic element however, influences the succession in such passages 
more than melodic considerations; hence, any one of the above forms are us- 
able, according to the demands of that element. The introduction of altered 
tones as upon the 6th or 7 th degrees of the scale (see second and third forms) 
must of course be effected by means of accidentals. The signature, as we 
shall see in the following chapter, relates only to the Is ormal or first form. 



CHAPTER VII. 

GENERATION OF SIGNATURES IN MINOR MODES. 

We regard the mode of A minor as the Normal Minor Mode. According 
to its relationships all other minor modes are to be formed. 

MODE OF D MINOR, 

Taking for instance, as the Tonic, a next related tone to A, viz : D, our 
Tonic-triad will be — 

d, F, a. 
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Minor triads upon the Sub-dominant and Dominant of D, viz : G and A, 
together with the Tonic-triad just given, constitute the mode of D minor, thus: — 

StUhdom.-triad. Tonic-triad. Dom.-triad. 

Forming a minor triad upon G gives occasion for the use of a flat (Bi?), 
therefore the mode of D minor has one flat and its signature will be as fol- 
lows: — 



so. 





? 






^ — ^ 



SCALE OF D MINOR. 

The above tones, arranged alphabetically, will furnish us the first form of the 
scale of D minor, thus:— - 

1, 2, 3, 4, 5, 6, 1, 8. 

Ascending:— D J 6, f, g, a, b|2, C, J). 
Ihsce^ing:—^, C, bb, a, g, f, e, D. 

8, 6, 5, 4, 3, 2, 1. 
The second form of the scale, caused by the introduction of the major Dom- 
inant-triad (a, C^, e) into the mode, will be as follows: — 

1, 2, 3, 4, 5, 6, 1, 8. 

Ascending ID J e, f, g, a, bfe, C^, D. 
Descending :-^'P, c|!, bj?, a, g, f, e, D. 

8, 1, 6, 5, 4, 3, 2, 1. 

The further alteration, in order to avoid the spring between the sixth and 
seventh degrees in the ascending scale, by elevating the sixth degree (here ef- 
fected by cancelling the flat on B), and descending according to the Normal 
form, in order to preserve the minor character, gives us the third form, thus: — 

1, 2, 3, 4, 5, 6, 1, 8. 

Ascending .^D J e, f, g, a, b|j[, c|jl, D. 
Descending :—D J ct[, W, a, g, f^ C, D. 

8, 1, 6, 5, 4, 3, 2, 1. 

MODE OF E MINOR. 

If we take the other nearest related tone to A, viz: E. as the Tonic of a 
ouinor mode, the Tonic-triad will be — 

e, G, b. 
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Forming minor triads upon the Sub-dominant and Dominant of E, viz: A 
and B, and uniting them to the above Tonic-triad, it will give us the mode 
of E minor, as follows: — 



Sub-domAridd. Tonic-triad. Dom.-triad. 

a, C, e, G-, b, D, fj|. 



This mode requiring the introduction of one sharp its signature will 

be written thus: — 



8-7 . 




SCALE OF E MINOR. 

We present here the three forms of this scale: — 

1, 2, 3, 4, 5, 6, 1, 8. 
,Asc:-E, f|f, g, a, b, c, d, E. 

tpes.—E, d, c, b, a, g, f|j:, E. 
8, 6, 5, 4, 3, 2, 1. 



Asc:-E, f}f, g, a, b, c, d^, E. 

Dg5.— E, d#, c, b, a, g, fjj:, E. 

A*c:-E, fjj:, g, a, b, c|, djj:, E. 

Dgs;_E, dtf, ctf, b, a, g, fjj:, E. 



In the foregoing manner, we can proceed in the formation of minor modes, 
using in turn each member of the tone-system as the Tonic. The sharps and 
flats succeed each other in the same order as in major modes, (see table, page 
42). The figures in the following table indicate the order of succession of the 
Tonics in minor modes, and at the same time, the number of the flats or sharps 
contained in that mode. 

(8), 1, 6, 5. 4, 3, 2, 1, 0, 1, 2. 3, 4, 5, 6, t, (8). 
dK aK e>, hV, I F, C, G, B, A, E, B, | f cjf, g)f, d#, a#, ejf. 

The mode of A minor (0) is without flat or sharp, and is therefore the 
Normal Mode. The mode of D minor has one flat; that of G, two flats, &c. 
E minor has one sharp, B minor, two sharps, &c. Ejj: minor has eight sharps, 
the letter E being 6?ow6Ze-sharped, and D I? minor has eight flats, the letter B 
being double-flattedj (see comments on this subject, in major modes, page 42). 
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TABLE OF SIGNATUBES AND TOISTICS IN MINOB MODES. 




PARALLEL MODES. 

These are such as have the same stem-tones and signatures; for ex.: the 
modes of C major and A minor; the modes of Efe major and C minor; r|| 
major and Djf minor; Gb major and Eb minor, etc. 

EXERCISES. 

The following series of exercises has been proven in the anthor^s teaching to 
be of decided practical value, as it not only furnishes a brief summary or re- 
view of the last few chapters, for the benefit of the pupil, but also enables the 
teacher to ascertain the pupils proficiency on the points referred to. The in- 
telligent teacher will of course present the questions in the manner and order 
which seems best adapted to each individual pupil. 

Name the order in which sharps succeed each other. 

Name the order in which flats succeed each other. 

Name all major modes containing sharps, in order of succession, and the let- 
ters sharped in each mode. 

Name all minor modes containing sharps, in order of succession, and the let- 
ters sharped. 

Name ail major modes containing flats, in order of succession, and the let- 
ters flatted. 

Name all minor modes containing flats, in order of succession, and the let^ 
ters flatted. 

Name all parallel modes containing sharps. 

Name all parallel modes containing flats. 

' Name the parallel modes of any given signature, (for ex.: the parallel 
modes of ^' one sharp " are G major and E minor). 

Bemaek. — The last, deepest tone of a composition generally shows whether a major 
or minor key is indicated by the signature. For the present, this is perhaps the best 
means of ascertaining this point. ' 
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Natne the tones of each major scale containing sharps, and order of succes* 
siou of the Tonics, 

Name tlie toiies of each major scale containing flats, and order of succes- 
sion of the Tonics. 

Name the tones of each minor scale (3d form) containing sharps, and order 
of succession of the Tonics. 

Name the tones of each minor scale (3d form) containing flats, and order 
of succession of the Tonics. 

The following examples should be written in each different key with their 
appropriate signatures: — 



SCAIiE OF 0 MAJOB AND TRIAD OF 0 MAJOE WITH DOUBMNGS 



oo. 



Scale of Aminob (3d fobm) and tbiad of A minob with doublings. Jij. 







l-al — I — tr^i — 



-9 ^-9 



f 

SCALE OF E|f MmOR- 

The third form of the minor scale ascending, written in the key of Ejf, has ten 
sharps, seven from the signature and three on account of accidental double 
sharps. The descending scale has eight sharps. Ex: — 

-J* 



03- i^lS^^^^^^^g^ 



! /-«- 



The above example gives occasion to notice the method of restoring a tone, 
which has been <iow?)fe-sharped, to its former position with 07ie sharp. In the 
above scale, the ascending series has a double-sharp upon the sixth and seventh 
degrees, (0 x and D x) which, in descending, must be restored to the stem- 
tones (Djj: and C|f). The natural (tj) first cancels the double-sharp entire, and 
the added sharp (^f) then raises the tone to the required position. The same 
process is pursued with double-flats, this sign, (jjl?), being used to effect the 
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Finally, the following exercises are recommended :^ — 

Name the difference between major, minor, diminished and augmented triads. 

Form the various triads upon different given fundamentals. 

The teacher to give the letters forming various triads, and require the pupil 
.0 give the respective names. 

Bemaek to the teachee. — As yet, the fundamental position of the triad is the only 
one to be mentioned. The pupil to form verbally and in writing the major mode on 
various Tonics, according to the following: — 

/ 1st, Form the Tonic-triad. 

} 2d. Form the Sub-dominant-triad. 

V 3d. Form the Dominant-triad. 

4th. Name the triads related in the third to the Tonic. 

5th. Name the triad upon the second degree of the scale. 

6th. Name the triad of the minor Subrdominant. 

tth. Name the triad upon the leading-tone. 

Form minor modes upon various Tonics. 

/ 1st. Form the Tonic-triad. 
} 2d. Form the Sub-dominant-triad. 
( 3d. Form the Dominant-triad. 
4th. Name the triads related in the third. 

5th. Name the triads upon the second and seventh Normal scale-degrees. 
6th. Name the major Dominant triad, 
^th. Name the triad upon the leading-tone. 

» ^ » » ^ 

CHAPTER VIIL 

RELATED ACCORDS AND MODES, SIMILAR-NAMED MODES. 

Accords having one or more tones common to each other, are said to be re- 
Med. In major modes, each of the minor triads related in the third have 
two tones common to the Tonic-triad. The brackets in the following scheme^ 
will more clearly illustrate this relationship in the key of C major. 

F, a, C.^^T^a, b, p. 
1— I fL-I J 

The triads of the Sub-dominant and Dominant have one tone each common 
to the Tonic-triad (see following scheme). 

d, 1 Fr^aT^TT^^^^ 
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The. triad d, F, a, is closely related to the Sub-dominant-triad, and thereby 

- - r- 

traces its connection with the Tonic-triad. This chord- connection through an 
intermediate accord, we designate as a relation in a second degree. 

SIMILAR-HAMED MODES. 

In such modes; i. e,, a major and minor mode whose Tonic is the same 
tone, for ex., C major and C minor, the Tonic-triads have two tones common 
to each other (see scheme). 

Modcof O Maj&rt'^j a, C, e, G, b, D. 

T , T , ~ 

Mode of a Minor: A[7, C, Ej?, g, B/, d. 



The Sub-dominant-triad of the similar-named minor mode has also one 
tone common to the Tonic of the major mode, (the tone C in the above scheme). 

The minor Dominant-triad (g, B|;?, d), as previously remarked, cannot ap- 

_ _ _ 

• • • • 

pear as a related accord to the mode of 0 major, notwithstanding the fact of 
its having one tone common to the Tonic-triad of that mode. Its chara^cter 
Is so foreign to the key of C major, that so soon as it appears the key is 
changed. The closest chord-relationships to the Tonic-triad of a major mode 
are therefore as follows: — 

The triads related in the third. 

The Sub-dominant and Dominant-triad. 

The triad upon the second degree of the scale. 

The Tonic and Sub-dominant triads of the similiar-named mode. 

Other chords more distantly related will be mentioned farther on. 

RELATED MODES 

The triads just mentioned, having been shown to be related, it now follows 
that the modes, whose Tonics are the fundamentals of these triads, are also 
related. The related modes of C major, therefore, are A and E minor; F 
and G major; C and P minor and the more distant mode of D minor. 

The following scheme exhibits the Tonics of the related modes to C major; 
the capitals indicate the major, and the small letters the minor Tonics, and 
the brackets etc., trace the relationship to C, whether direct or indirect: — 

1 1 



d, F, a, — G — e, G. 



f. c. 



RELATED TRIADS IN MINOR MODES. 

Having considered the relationships in major modes, we turn now to those 
in minor, and find upon those tones related in the third two major triads, each 
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having two tones common to the Tonic-triad, thus: — 

d, F, a, 0, e, G, b. 

I " 1 1 . I 

Further, the two minor triads upon the Sub-dominant and Dominant ha^e 
each one tone common to the Tonic-triad. 

d, F, af ^cT^e, G, b, | D. 



e 

•••• 



The triad G, b, D, has two tones (G and B) common to the Dominant-tri- 

ad, and thereby claims a secondary relationship Avith the Tonic-triad. As will 
be remarked, this triad is the exact opposite of the correspondingly related 
triad in the major mode. That in the major mode was a minor triad, related 
to the Tonic-triad through that of the /S'l^^-dominant. This one, in the minor 
mode, is a major triad related to the Tonic-triad through that bf the Dom- 

%Tt(]LTtt> 

SIMILAR-NAMED MODE. 

The similar-named mode of A minor is A major. The Tonic-triads of 

these two modes have two tones common to each other. The Dominant-triad 

of the major mode (E, gft, B), has also one tone common to the Tonic-triad of 
the minor mode (see scheme). 

d, F, a, C, e, G, b, 

D, f| A, c#, E^g|_ B, 

The major Sub-dominant-triad (D, i^, A), however, occupies the same posi- 

tion towards the Tonic-triad of a minor mode that the minor Dominant-triad 
occupies towards that of a major mode. Its character is too foreign to enable 
it to be counted as a related accord. 

The closest chord-relationships in minor modes are therefore:— 

The Tonic-triad and those triads related in the third; 

The Tonic-triad and Sub-dominant and Dominant triads; 

The Tonic-triad and that triad upon the seventh degree of the scale; 

The Tonic-triad and the Tonic and Dominant-triads of the similar-named 
mode. 

RELATED MODES. 

As in major, so in minor, the related modes are those luhose tonics are the 
fundamentals of related accords. The related modes of A minor are there- 
fore F and C major, D and E minor, and the more distant modes of G, A and 
E major, (see following scheme). 

i 11 i.---. 

d, F— a— C, e, 1 G 
I I 
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Other related accords and modes will be indicated in the proper place, the 
present purpose being fully served by the foregoing. 

. — M ♦ M • 

CHAPTER IX. 

CONTINUATION OF THE CHAPTER ON METER AND RHYTHM. 

As remarked upon page 15, in order that a composition may be more easily 
comprehended, both by executant and auditor, it is divided into small sections 
of equal duration called Measures. These measures are sub-divided into two, 
three or more equal parts called Measural Divisions, and finally, accents are 
applied to certain regularly recurring parts according to the following princi- 
ple, viz: Of every two metrical members^ the first is accented j and the sec- 
ond unaccented. 

TWO-PART METER. 

In the following examples, the meter is each time two-part, and, as this fur- 
nishes two metrical members, the first part will be accented and the second 
unaccented, according to the above principle. 







1 


T 




i H 


--^-1 — r 


-8 — ' 




» 



12 12 12 



If, in two-part meter, the metrical divisions are half notes, as in the first 
of the above examples, the time can be indicated either by the figures or 
by the letter with a perpendicular stroke through it, thus: The time 
is called in such cases Alia Breve, and the accent falls on only the first part. 

THREE PART METER, 

In measures of three parts there are two accents, one on the first and the 
other on the second^ e. g. 

12 12 12 

^ V * V . * V ' 





^ 


. ^—^ 1 


j^^=F—i — 




F pe-^ 


— — ^ — 1 


1 


1 2 




1 2 


1 


2 



An accent more or less forcible falls upon each alternate note or part. After a 
stroke comes the recoil; hence the origin of the foregoing principle, "Of every 
two metrical members, " etc. 

In three-part meter, the second part stands as a first metrical member to 
the, third part, consequently, the second part, as well as the first, is accented 
(see example), but, as this secwicf part must also stand as the recoil, so to speak, 
of the first part, its accent cannot be so intense or forcible as that on the 
first part. 
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PRIMARY AND SECONDARY ACCENT, 

]lere arises two degrees of accent, the strongest of which falls alwaj'supon 
the first part. This will be called the Primary accent, and the other the Sec- 
ondary accent. All other varieties of meter are compounds of the two above 
mentioned. 

A composition may begin upon an accented or unaccented part of the meas- 
ure at pleasure. In case it begins with a fractional part of a measure, an 
equal length of time must be deducted from the last measure of the movement 
or piece, so that the two fractional parts may together make one full measure 
(see following examples). 



V « 



05, 



"r 



— ^ — ^- 



Rests may take the place of notes, e. g. 























:=t= 






i ^ — 1 — 

'•-T : 





Several or all of the parts of a measure may foe contracted into one note 
equal to their united duration, e. g. 



2 3 



-iMI ^ 










F — 


1 


^ « - 

H =:i=: 





One^ several, or all of the parts of a measure may be sub-divided into notes 
of shorter duration, e. g. 

31 2 3 1231_2 3 12 




OS 



The regular succession of the equal divisions of time which compose the 
measures, as wc have already stated, is called the Meter, and the diversified 
method of filling out the Meter, as suggested above, is termed the Rhythm. 

BI-MEASURAL RHYTHM, 

If two measures, rhythmically ordered, are succeeded by two others con- 
taining the same rhythm, the passage is said to be in bi-measural rhythm. 
To preserve or to secure perfect symmetry, it is always necessary that a defi- 
nite rhythm be repeated. Ex. : — 



00. 





















« 1 


W ! 1 — 


-1 U-^ — i- 


-H 1 1 

M \ ! 


:=bz4i-Tt— 1 



A ccesura or rhythmical punctuation point occurs at the end of each 
section. In writing, this may be indicated by a point ( » ), and in performance 
by an instanf s silence between the sections, the time of which is to be takeji 
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from the final note of each section. Written witli strict regard to punctuation, 
the above example, in Allegro tempo, would be correctly expressed as follows, 
i. e.y with an eighth-rest at the close of each section: — 

Allegro. 



lOO. 



V- 



V- 



± 



Few writers, however, are so scrupulous in this respect, presuming that the 
executant's culture in the art of phrasing is such as not to require punctuation 
points. 

TRMEASURAL RHYTHM. 

A passage, in which three measures, rhythmically ordered, are succeeded by 
three others of like rhythm, is said to be in tri-measural rhythm, for ex. : — 




The varieties of rhythm most easily comprehended and retained are those 
whose sections contain two, three, four or eight measures. More than eight 
is difficult for the auditor to keep in mind. 

Rhythm is one of the most varied and effective agents which the composer can 
call to his aid. To illustrate this, we give below a few examples of the possi- 
ble varieties of rhythm in two-part meter. The lower notes indicate the met^ 
TIG succession and accents, and the upper notes the rhythmic. 

h M __ i n. n .1 I !^ n n 




^—^ — : 



g' — ^ 



-0 fi — '-^ ^ ^0 0-^^^ # 0 0 0- 

M M i* 1 I* I K i I i u 



-0—6 



-0- 



-0- 

I 



■0- 



0- 



-0- 



I' 



0- 



-e- 



-»- 



I' 



-0- 



SYNCOPE. 

At N. B. of the above example, a rhythm arises which is called Syncopa- 
tion. A Syncope is a note whose entrance takes place unaccented, and whose 
duration continues past the next recurring accent. 

In the example here, viz: 



N.B. 

f - — 



103.1 





^ ^ ^ -i 




L 




- -t— 1 







the tied note at N.B. enters unaccented, and the next accent falls while this 
note is being sustained. There are really four metrical members in each of 
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the above measures, instead of two, as will be seen if the notes are reduced to 
the same kind throughout, thus: — 









S S & » i 














i 






"tom^ 


_J — ^ 1 — 










— gaBBSB» »«'<!iyc« 





There being four metrical members, it yields two accents in each measure, a 
primary and secondary upon the first and third parts respectively. In the 
original example, the second and third parts were expressed by quarter-notes 
in each measure, and, according to the last method of writing, those quarter- 
notes enter unaccented but are held past the next recurring accent (see Ex. 104). 
They are therefore syncopes, as well as the tied note. 

The following are a few examples of the varieties of rhythm in three-part 
meter, the lower notes, as before, showing the metric succession and accents, 
and the upper the rhythmic. 




J — s) I J~ 



106.1 



0 0 — 0- 



i 



— 0- 
A |. I 



1 



— B_«_L-, 



J T J -rJ— ^ 



4 



-0 0 0-^0- 



M I _n J I h 

^-g — g — g-^-g' — 9 — 4 — a^— 



-0 ^0 — 0 — 0- 

I I* I' I 



0- 



-0- 

u 



0- 

A I* 



-0 0 0- 



VARIETIES OF MEASURE. 

There are two kinds of simple measure, one with two parts (Even Measure), 
and the other with three (Uneven Measure). The duration of each part, 
whether half-note, or quarter-note etc., makes no difference whatever with the 
kind of measure; that is determined simply by the number of parts. The 
7arieties of simple measure are as follows: — 

Even :j ^ 
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COMPOUND MEASURES. 

All othei kinds of measure are compounds of the two above given, iror 
ex : JL, or " common time," as it is frequently called, is a compound of 

thus: — 

( Simple:- -|- f f | f f 

The difference between simple and compound measures lies in the intensity 
of the accents; thus, in the above example, the common or ^ time has a 

secondary accent on its third part, whereas the from which the A is com- 
pounded, has a primary accent upon this point, it being a first part in the 
simple measure. 

In like manner, i time is the compound of JL, e. g. 

(0<m.pound:-^ vi .-J J j j J 
108. ^ _ V ' V » 



( Simple:- f | | | |{ , f 



In .2. tim^ the accents are primary and secondary, respectively upon the 

first isfiid Second parts, while in ^ time, the secondary accent falls upon the fourth 

part, and still lighter or tertiary accents on the second and fifth parts (indica- 
ted by dots), these latter corresponding to the places of the secondary accents 

in 3l time. 
4 

Measures in ^ time are compounded from -3_, e. g. 

(Compouna:-^ fT} fH 
lOO. J ^ ^ 

i Simple:- f i_IJ | 

The accents in ^ time are primary, secondary and tertiary, falhng respec- 
tively upon the first, fourth and seventh parts, while, in the simple measures 
(A\ compounding the .SL time, each of tliose accents were primary. Meas- 

5 ^ 3 2 

ures in ^ time are compounded from ~^ and-g- thus: — 

VI •[ I 'l I VI J 

no. 3 B i ^ ^ r %r ^ T ^ 

^8 LJ l8i-»-i 8 —"J iS 

In time, we have given two modes of accent, either of which is correct, 

the secondary falling on the third, or fourth part at will. ThiR,of course, con- 
trols the fall of the tertiary accent, causing it to occur upon the fifth or sec- 
ond part, according as the secondary falls on the third or fourth parts. Similar 

to the last example, 7 time is a compound of A and 3:, (See second line in 

8 8-8" 
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Ex. Ill) and,as 4 is a compound of j. (see third line in Example 111), it fol- 

lows that ^ is partly a double-compound. Its secondary and tertiary accents 

vary, there being two modes of grouping, on account of the uneven number of 
parts, the same as in ^ time, e, g. 



r7_ VI 
8 

V 



111. - 




'1 

# 

V 



1 

f 



f\^T * f T 



On account of the irregular fall of the accent, measures containing five or 
seven parts are seldom used: their performance requires at least both the 
primary and secondary accent if intelligibility is to be ensured. There is 
also a very slight accent on the third or sixth part, according to the place of 
the secondary. An error is fallen into occasionally in regard to the placing of 
the accents in &. time and .3. time, when the rhythm of each moves in eighth- 

notes. Ex. 112 presents the correct accentuation in both cases. 



ii;3. 



Tabi^e of Accents of aud Even, Uneven, Simple and Compound Measures. 

Simple. 




113. 




/9 



\i f r II u I 
riff f r mJL'i 



ll4l. 



Mvan 



± } 

"•8- 1 

V 



r 1^' 



4 

Compound 

V 



8 



I 




V 1 • V • 9 • V * f 



V f 

00000000 
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Ujl^ I 
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ARTIFICIAL ACCENTS. 

These are such as are temporarily applied in order to express any certain 
desired effect which would not be secured by the ordinary accents, for ex.:— 



115. 









> 


> 


f— 


— 1 1 — — I — 1 — 




-i 1 


Ei_.. J 



At a, Ex. 115, an artificial accent is applied on an unaccented part of the 
measure, more intense than the primary; at b, the accents are replaced by 
Buddeu o/'e,s. endas; at c, a passage in ^ time is made to produce the effect of 



60 



MANUAL OF MUSICAL THEOBT. 



CHAPTER X. 



FORMATION OF MELODIES, MELODIC PASSAGES AND CLOSES, 

OR FINAL CADENCES. 

The first efforts should be simple and entirely singable; therefore, such in- 
tervals should be chosen as are naturally melodic, and the unmelodic avoided. 

Among all the intervals that it is possible to form wdh the stem-tones of a 
major mode, only three are unmelodic; one, a major fourth, the other two, ma- 
jor sevenths. We present below, a table of all ttie intervals in C major, start- 
ing from each tone in the mode. 



II, III, 4, V, \1, vE VIII, II, 3, 4, V, VI, 7, VIII, 1 2, 3, 4, V, 6, 7, VIII, II, III, I?, V, VI, vfl, VIII. 



lie. a. I 



-9- 



no. 6. 



II, III, 4, V, VI, 7, m, 


II, 3, 4, V, 6, 7, VIII, 


2, 3, 4, 5, 6, 7, VIII. 






^ p ^ z=a _= 


. -. , — , -iB 



The asterisks {%) note the unmelodic intervals ; all the rest are melodic. 
We find, then, by way of recapitulation, that the most melodic, most singa-ble 
intervals are — 

Major and minor seconds ; 
Major and minor thirds ; 

minor fourths ; 

Major and minor fifths ; 
Major and minor sixths ; 

minor sevenths ; 

Major octaves. 

The unmelodic intervals are — 

Major fourths ; 
Major sevenths. 



THE TRI-TONE. 

The major fourth is called a Tri-tone, on acco\itit -of it« compttss being three 
whole steps. In the mode of C major, it occurs becween and B, and the 
major sevenths between C and B, and F and E, thus: — 



Tritone. 



IV, 



32- 



IV below. 



VII, 



vn bSw. vn. 



Vri below. 
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Further, all diminished and augmented intervals, in addition to the major 
fourth and major seventh,are unmelodic,though, in modern compositions, they often 
appear, and, by artistic manipulation, are made singable. For the present, 
it will be better to avoid their use. 



MELODIC CLOSE. 

The close or final note of a melody must begin and end upon an accented 
pari of the measurCy and ^ further, upon one of the tones of the Tonic-triad, 
The ToniCjitself, furnishes the firmest, most satisfactory close; the thirdi^l^m 
complete, and the fifth is the weakest of the three. The Tonic, therefore, 
will best answer our present purpose, and it is to be remarked that the tones 
best adapted to precede the Tonic in a melodic close, are the leading-tone (a 
half-step below) ; the major second (a whole-step above), and the Dominant^ 
used above or below (not the /S^wft-dominant), e, g. 



a. 



Varieties of close upon the Tonic in Major Modes. 

h. y-s c. ^_ » d. 































B — /5? 
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lis. 



It is stated above that the final note of a melody must begin and end upon 
an accented part of the measure. 

At a, Ex. 118, the time being alia hreve^ the accent falls only on the first 
part of the measure, therefore the final-note must begin with that part. The 
following closes according to this, would be incorrect, inasmuch as the final 
note enters or is begun in both cases unaccented, e. g, 

X 



221 



Again, as the time is alia breve, the metrical divisions are half-notes, ther^ 
fore the final note, in order to end on an accented part of the same measure, 
must not be longer than a half-note ; any note shorter than that is quite cor- 
rect (See Ex^s. below), or in case of a tied note prolonging the close into a 
succeeding measure, as aif in Ex. 120, the final, or last note of the tie must 
not exceed a half-note. 

Incorrect Incorrect Correct 
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Lb_ 1 























130.1 



The final note in Ex's, d, and being longer than a half-note, their close 
would take place unaccented; they are therefore incorrect. At 5, of Ex. 118, 
the time is, as before, olla breve; the final note is a whole-note^ which of itself 
would end unaccented, but a pause (/^) is placed over it, and the performer 
is left to sustain it indefinitely, always remembering, however, to suspend the 
tone upon the accent. 
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This is an invariable rule with regard to the observance of the pause, a rule 
which, through carelessness or ignorance, is often disregarded. At c and 
Ex. 118, the time being 4. or common-time, there are accents upon the first 

and third parts of the measure ; hence, the final note may enter and close upon 
either of those parts. 

Vaeieties op Close upon the Tonic in Minob Modes. 







-J— ^ 






-3 — r 




1— =— 1-4 — 1«— 






• 










^ t4- 





131. 



In ^ time, it will be remembered that there are two accents, a primary 

and secondary, upon the first and second parts of the measure. The Jinal note 
may begin and end on either of these parts, or it may begin on the first and 
end on the second, as at a of Ex. 121. At h, of the same example, the final note 
fills the measure and would end, were it not for the pause, upon an unaccented 
part; the pause, however, prolongs it at will, but must finally cease on an ac- 
cent; for ex., supposing, instead of the pause, the prolongation were written 
out, it would necessarily be expressed similar to the following examples: — 



133.1 















1 — ^ 




or , 










• 






— 1 — 




"■"""1 ■■ 





etc. 



The foregoing are the firmest melodic closes; others will follow in their prop* 
er places. 

FORMATION OF MELODIES. 

The first note of a melody (in the primary efforts at least) should be one of 
the tones of the Tonic-triad, as this is most natural and most singable. The 
simplest form of a melody is that in bi-raeasural rhythm. The first thing to be 
done is the formation of two measures, in any rhythm which the fancy of the 
composer may dictate, for ex.: — ■ 



133 



SECTION. 

The two measures thus rhythmically ordered, i. e., possessing well-defined 
motion and ending with a certain degree of repose, constitute a Section, and, 
in order to fulfill all the conditions of bi-measural rhythm, there must be two 
additional measures containing the same rhythm, for ex.: — 



-<9- 



t 



2^ 



THESIS AND ANTITHESIS. 

The union of two sections is called a Thesis or Proposition, thus implying 
that an Antithesis or Conclusion is to follow. The symmetry must be pre- 
served, therefore, the antithesis will also be constructed of two sections,of two 
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measures each, in rhythm similar to the thesis, and the succession of tones so 
framed as to secure a close in the last measure upon some member of the Ton- 
io-triad,for ex.: — 



Section, 



Section. 



t 



I 



Thesis, 



Antithesis. 



Period. 



PERIOD. 

The union of a thesis and antithesis forms a complete sentence, and is there- 
fore termed a Period or Melody, 

The last note in the above melody differs in length from the last notes of 
other sections,in order to secure an accented close. It would have been in- 
correct to have used a half-note as in the other sections, because the close 
would have then occurred upon the fourth part of the measure, which is here 
unaccented (see melodic closes, pages 61 and 62). The melody now ends upon 
the secondary accent, but, by a further change of the rhythm in the last meas- 
ure, the final note may enter upon the primary accent, thereby securing a 
firmer close. 

Substitute either of the following endings for the last measure of our mel- 
ody, and the point is gained: — 



136 



a. 



G. 



7^ 



etc. 



We will make use of the ending at 6, and present the above melody again, 
with the change, thus: — 



22: 



We have here a very simple,but complete and stiictly-formed melody, in bi- 
measural rhythm. It contains a thesis and antithesis of two sections each; 
the rhythm of all the sections excepting the last, for reasons above given, is 
exactly alike; they contain two measures each; only melodic intervals have 
been used; the commencing and closing note of the period is the Tonic, and 
the final note enters and ends upon an accented measural division. These are 
the essential points to be borne in mind in the individual efforts of the pupil, 
which should now be begun. 

MELODIES IN TRI-MEASURAL RHYTHM. 

In the foregoing manner, we can construct melodies in ^n-rmeasural rhythm; 
i. t?., the sections will be composed of three measures each. We proceed first 
to form a section containmg three measures of pleasing melodic and rhythraic 
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flow, which will serve as the first section of the thesis. Choosing the key of 
A minor, we will begin the melody, for example, with the Dominant, and on a 
fractional part of the measure in -3- time, thus: — 



138. 




Section. 



The second section will naturally begin on the same part of the measure as 
its predecessor, viz: upon the thirds in order to set forth the same rhythm, iand 
the union of these two sections will constitute the thesis, thus: — 



130 



Section. 



Section. 



H- 



Thesis. 



. The antithesis will have the same number of sections, measures and rhythm, 
remembering to close upon an accented measural- division. Note also Avhat 
was said on page 61 about the note preceding the final Tonic; the leading 
note is best adapted thereto, since its natural progression is to the Tonic. The 
major second of the Tonic is less decisive, and the Dominant still less so, yet 
either are acceptable. In the present melody (Ex. 130), the cadence is so 
formed as to introduce both the leading-tone and the major second. This is, 
of course, more decisively indicative of the Tonic or key-note of the melodjf 
than either of them would be alone, e. g. 



Section. 



Section. 



130 




^-7 



i 



Thesis. 



Antithesis. 



Period.' 



deferring to what was said on page 55 about fractional measures, we shall 
see that as the above melody begins upon the third part of the measure, just 
that length of time (a quarter-note here) must be deducted from the time of 
the last measure, thus leaving for that measure the value of two quarter-notes 
(see last measure of the above). 

In the same manner as above, melodies may be formed containing in each 
section, Your, five, six or more measures at the discretion of the composer. 
Those most intelligible, however, generally contain sections with two, four or 
eight measures. 

MIDDLE PHRASE. 

There are also periods or melodies in which a Middle Phrase occurs between 
the thesis and antithesis. We present such a melody below, remarking that 
its construction was effected precisely like the foregoing examples, also, that 
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the middle phrase digresses to a related key (A major), a change tending not 
only to prevent monotony but gaining variety of effect. 



131 




Thesis 



Middle Phrase. 
I'eriod. 



— -ff' 



is: 



0-^0 



~fi-0- 



EEEEESE 



Antithesis. 



It will be noticed that after the digression in the middle phrase to A ma- 
jor, — a digression which is indicated most strongly by the use of the leadiug- 
tone (Gfjjf) of that mode, — the antithesis commences with a return to the oriii^- 
inal key, (D major), and very nearly repeats the thesis. Tliis is often dene in 
this species of melody as it secures greater unity of character, and forms, so 
to speak, a symmetrical setting for the middle phrase. J ust enough alteration 
is made here to characterize the last section as a cadence. The foregoing ob-- 
servations and examples are intended to set forth only the extremest laws in 
regard to melodic symmetry. Deviations are always allowable, provided thf^y 
are made intelligently. The subject of melodic development and embellish- 
ment will be duly discussed, therefore it is advisable that the pupils efforts, for 
the present, be directed toward the simpler melodic and rhythmic forms. 

FORMATION OF MELODIC PASSAGES. 

We will close this chapter with a few examples of the manner in which a 
melodic group of two or more notes may be almost indefinitely extended. 
We have already alluded to this subject on pages 21 and 22, but deem a sup- 
plement advantageous if not necessary at this point. We will make use of 
the first measure of the melody begun on page 62^ viz: 



132. 




r: 



formed of a half-note and two quarter-notes occupying contiguous staff-degrees 
to each other. A passage may be formed by repeating this group upon high- 
er or lower degrees of the staff, e. g. 



133 




0-fi^ 



-0-ft. 



j0 



T 



^0 



The notes in our group all ascend; they can all fall, thereby producing con- 
trary motion, e. g. 
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The direction of the motive originally and its contrary may alternate, e, g 



135. 





-(^— s — 
















-1 — L-^ 











A different effect is gained by changing the fall of the accent, e. g. 





























-4 
















4- 


— u- 















etc 



The tones of the original motive occupied contiguous staff-degrees. Passa- 
ges formed in the same manner are said to be in strict style. The introduc- 
tion of different intervals from those in the motive, is termed free style, e. g. 



etc. 



t 



4- 



eto. 



The strict and free style may be united, e. g. 



I 



eto. 



-6^ 



Chromatic tones may be employed, e. g. 





3 — IrJ- 














1^ 










— r 









eto. 



The direction of a part of the motive may be altered, e. g. 



t 



4 — ^Ijetc 



Augmentation, <?. 




J21 



(9- 



22: 



IS 



etc. 



Biminution, e. g. 




'^1 0^-0 

■ f □ ■ I P 0-s0fi— etc. 



It should be remarked that an efficient way of constructing passages from 
short motives, is to repeat the motive in such a way as to increase its compass, 
as seen in the first half of the last example. Sequences or repetitions of this 
longer motive may then follow, thus adding greatly to the number and variety 
of the passages possible to form. The above are a few, only, of the multitude 
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of variaiions possible to this single group of three notes. Thorough, practice 
with various motives is earnestly recommended, since by means of this, more 
than anything else, skill in the invention and development of themes is ac- 
quired. Readiness in this art is, to the composer, what a fine technique is to 
the pianist, — a means to an end. 



CHAPTER XI. 

THE CONSONANT TRIAD. VARIOUS POSITIONS OF TRIADS. 

Whether major or minor, this triad contains only consonant intervals, and 
the duplication or doubling of any or all of its tones effects no alteration; on 
the contrary, if each tone is once doubled, above and below, we shall find that 
the chord contains all the consonances which exist in the sphere of music. 
Ex. 143 presents the consonant major triad with duplications above and be- 
low: — 




The intervals indicated by the curved lines are as follows: — 

A major prime (C and C). 

A major third ^(C and E). 

A major fifth (C and G). 

A major sixth (Gr and E). 

A major octave (C and C, E and E, G- and G). 

A minor third (E and G). 

A minor fourth (G and C). 

A minor sixth (E and C). 

These constitute the consonant intervals; all others whatsoever are dissonant, 
and the introduction of any other interval into the above triad (Ex. 143) would 
cause the whole chord to become dissonant. All these consonances are present 
in the minor triad; that accord is therefore consonant, e, g. 




DIFFERENT VOICES. 

In the following studies, we shall have to deal in general with harmonies 
containing four parts, which will be termed Voices. They will be further des- 
ignated after the principal divisions of the human voice; thus, the highest part 
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will be called the Soprano; the next to the highest, Alto; the next to the low 
est, Tenor; and the lowest of all, Bass. We shall refer to the Soprano as the 
upper voice; to the Bass as lower voice, and to the A Ito and Tenor as middle 
voices; collectively, the Soprano and Bass will be spoken of as outer voices. 

The compass of the respective voices in ordinary cases is as follows: — 
a. h. c. d. iSr e. 

Soprano. ^ Alto. ^ Tenor. Tenor. 

^ ~ — •y -<$«- 

When using the G clef, the Tenor is sung an octave lower, in the compass 
indicated by the Bass or F clef at d, 

THE BASS. 

The Bass of an accord is always the lowest tone, it matters not how high or 
how low the accord may be situated, e, g. 




a. h. ^ c. 



At a, of the above ex. the Bass of the accord is C, its lowest tone; at b, 
the Bass is E ; and at c, it is G. 

THE FUNDAMENTAL 

Tlie Fundamental Bass, or simply fundamental, differs from the ordinary 
Bass, in being that tone over which all the other tones of the accord stand 
third-wise; i, e., in thirds, one above the other, or over which those tones can 
be so arranged. To discover Xh^ fundamental, all the tones must be brought 
into the third-wise position, if not already so, and then the fundamental will 
be the lowest tone. In the examples immediately following, the fundamental 
in each accord is indicated by a whole note. 



The above triad already presents the third-wise position; therefore, C is the 
fundamental. It is also the Bass, since it is the lowest tone. 

a. K 



The accord at a, Ex. 148, is not already in the third-wise position, its compo- 
nent intervals being a third (E — G) and a fourth (G — C). The Bass is E, but 

4 

the fundamental is only to be learned by arranging the triad in the third-wise 
position, which is accomplished by transposing the C an octave lower, as at b. 
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(same ex) ; C, then, is the fundamental^ whether the chord stand as at a or as at 
while the Bass in one case is E, and in the other, C. 

In the following ex. at a, we find a fifth (C — G) and a sixth (G — E), but,by 
placing the E an octave lower, as at b, the third-wise position is gained, show- 
ing C, as before, to be the fundamental: — 

a. ^* h. 



14.0 



^1 



Tn Ex. 150 at a, we have two sixths (G — E and E — C). In order to dis- 
cover the fundamental, it will be necessary to transpose the G an octave high- 
er, and the C an octave lower, as at b. As before, the fundamental is C, e. g. 



a. 



ISO 



Duplicate tones, as in Ex. 151, a, b, are to be disregarded in the en- 
deavor to discover the fu7idamental; first, cancel such tone?, and then, if ne- 
cessary, arrange the remainder in the third-wise position and the fundamental 
will appear, e. g. 



-4^ 



151 



5: 



CLOSE POSITIOW. 

The Close Position of an accord is that in wMch the stalf-degrees corres- 
ponding to the letters of that accord are contiguorsly occupied, e. g. 



a. 



153 



22: 



3! 



— (SI— 



ir 



I 5). 



-6?- 



— (9— 



In the last three examples, at 6, only the upper three voices are in close po- 
sition, since, between the Bass and Tenor, there are several chord-degrees unoc- 
cupied (indicated by the cipher, 0). 

OPEN OR DISPERSED POSITION. 

This is naturally the opposite of the close position; it is that position of an 
accord, the voices of which do not occupy each contiguous chord-degree, e. g. 



a. 



-<5>- 



b. 



c. 



-Oh 

-<s>- 



r7 



153 



3!' 



22: 



o_ 



At a, Ex. 153, there are two chord-degrees unoccupied, an E and C; the 
accord is therefore said to be in open position. The same is to be said (►f the 
'jlioi'ds at b, c and d. 
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Fundamental position of a Triad. ( Major, Minor, Diminished or Aug^ 
mented). 

' This is that position in which the fundamental is the lowest tone of the ac- 
cord, whether arranged in close or open position, e. g. 



154. 



j9~ 
9' 



is: 



We shall also designate this position as Third-Fifth Accord, its intervals 
beinga^MrcZand^jJAjOr, as Chord of the Third and Fifth, though the preced- 
ing is be preferred on account of its brevity. 

A consonant (i. e., major or minor) triad in the fundamental position pos- 
sesses the most inherent independence of any combination of tones, for the sim- 
ple reason that it rests upon the fundamental or foundation tone. 

The Third-Sixth position of a Triad is that arrangement of its tones, open 
or close, in which the third of the fundamental appears as the lowest tone or 
Bass^ e, g. 



15 5 



js:: 



The intervals presented in this position of the triad are a thi7^d and sixth; 
hence the name, Third-Sixth Accord: it is also termed a Chord of the Third 
and Sixth. If consonant, it possesses a certain degree of inherent indepen- 
dence, but less than the fundamental position. 

The Fourth-Sixth position of a Triad is that in which the ffth of the fun- 
damental appears as the Bass, e, g. 



156 



This position of a triad is denominated a Fourth-Sixth Accord, or Chord 
of the Fourth and Sixth, since its intervals are a fourth and sixth. It pos- 
sesses no inherent independence whatever, and can only be employed in con* 
nection with other harmonies, and never as a closing accord. The arrange- 
ment of the tones in this position is, so to speak, like standing a cone upon its 
apex; there is no self-balance. 

Kemark.— By some theorists, the foregoing are denominated Fundamental Position 
and First and Second Inversions of the triad; by others they are designated as First, 
Second and Third Positions of the triad, etc. 
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We give, below, a table showing the three positions of a major, mhior, di- 
minished and augmented triad upon C as the fundamental^ and suggest to the 
student the advisability of working out a similar table upon each of the 
other letters as fundamentals. 

Maj. Min. 



157. 

Fundamental Position 

OR 

Thibd-Fifth accords: 



Third-Sixth accords : 



~w 



-9- 



Z5?: 



JDim. 



■il 



Fourth-Sixth accords 



5! 



1^ 



2S 



This oral exercise should then follow :- 



1. Let the teacher give any letter as fundamental and require the pupil to 
name the letters forming the Fundamental position (close) of a major, minor, 
diminished or augmented triad upon that fundamental. Then, give the ar- 
rangemient of the letters necessary to form the Third-Sixth and Fourth-Sixth 
positions of the various kinds of triad. 

2. Let the teacher name the letters forming a triad and require the pupil to 
give the f undamental thereof, and also the position in which the letters stand, 
for ex.: — ^Teacher: "Name the fundamental and position of the triad E, G, C." 
Pupil: "It is the triad of 0 major and its Thu-d-Sixth position." After consid- 
erable familiarity with the close positions has been attained, exercises should 
follow upon triads in open position. In these, the difficulty to the pupil will 
be lessened if he instantly arranges the tones in his mind in dose position, as 
they are given out by the teacher, building up the chord upon the first given 
letter as the Bass. 



M ♦ M 



CHAPTER XIL 

Figured Bass, (Thorough Bass, General Bass, etc). Duplication, Omission^ 
Voice Motion, 

The remaining tones? of an accord above the Bass can be indicated by means 
of figures, e. g. 



8 

5 
3 



5 
3 



15S 



32: 



is: 



Each of the above methods ape employed to indicate to the performer that 
the remaining tones of the triad in its Fundamental position are to be added 
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to tlie Bass, C, viz-, the third (E), fifth (G) and usually the octam (G). 
'I'he absence of the figure in the last of the above examples is to be construed 
«s indicating the same thing as the figures in those preceding. 

The exact arrangement of the abbreviated voices, one above the other, 
must be left entirely to the performer's good judgment, as the figures do not 
pretend in the least to indicate any one of the multiform arrangements of the 
tones possible to even one position. The connection of the harmonies, one 
after the other,is, however, a matter which the thorough study of Harmony 
will make clear. 

ACCIPENTALS. 

A single accidental, in place of a ^guvQ, always refers to the -third of the 
note over or under which it is placed, e. 

X 

150.9'- 



3?: 



j2. 



is: 



The third of C, viz: E, is hereby flatted, made natural or sharped accord 
ing to sign applied. It is usual to indicate the sharping of any other inter* 
val than the third by means of a stroke through the figure, thus: — ^, ^, $, 0, 

instead of a s/iarp placed before the figure, thus: — |j;2. If aflat or natu- 
ral occurs they are placed as in the following ex.:— 

. > \ 5 # 



IGO 



32: 



3z: 



If Ex. 160 were written out, instead of being abbreviated, it would appear, 
according to one of the many ways of placing the tones, as follows: — 



The mode of figuring or abbreviating the Third-sixth position, or Third-sixth 
accord, is as follows, (Ex. 162), the last occurring perhaps theoftenest. The 
figure 6 is always necessary in abbreviating this position, but should either of 
the other intervals be altered by accidentals, their representative figures and 



accidental signs must also be added. 

8 
6 
3 



6 
3 



t02 



12L 



1^ 



Tlie Fourth-sixth position, or Eourth-sixth accord is always abbreviated by 



onie of the two methods indicated in the following ex.:- 



8 
6 

-4- 



6 
4 
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Care must be taken to indicate the figured members of the harmony cor- 
rectly: for instance, if it were desired to abbreviate the accord G|fcj^^jf, it 
would not be sujBacient to place the simple figures 4 and 6 over the Bass {0^)^ 
as at a in the following Ex., (164) as that would imply the addition of the 
tones Cif and Et[. Since C and E are to be sharped, this must be indicated 
by the figures, as at h in the same ex.: — 

6 ^ 



164 



For the purpose of familiarizing the eye with the various positions of the 
triad, an exercise similar to the following is recommended. Let the pupil 
name the fundamental^ mode and position of each accord in the following ex- 
amples: — 



165. 




2Z 



321 



12L 



122: 



22: 



For the sake of encouraging a clear and systematic manner of describing a 
chord, we give a model below: — 

The first accord, at a, is the triad of A minor in its Fundamental position. 
The second accord, at a, is the triad of A minor in its Third-sixth position. 
The third accord, at a, is the triad of A minor in its Fourth-sixth position. 
The first accord, at h, is the triad of A minor in its Fundamental position. 
The second accord, at &, is the triad of A minor in its Fundamental position. 
The third accord, at &, is the triad of A minor in its Fundamental position. 

The chord is reckoned from the Bass upward; at a, the Bass of the three 
tjriads is A, C and E respectively, while at 6, the Bass is each time A. 



DUPLICATION OR DOUBLING AND OMISSION OF ACCORD TONES. . 

As already remarked, any or all of the members of an accord may be 
doubled above or below, e. g, 

166. 9^^^= 



So long as the position remains the same, the identity of the accord is not 
altered by this duplication of its tones. In writing for - four voices, it is most 
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usual to double the fundamental, but, wherever it seems more expedient, the 
third or fifth may be doubled instead, e. g. 



'1^ 



32: 



OMISSION OF ACCORD TONES. 

If it is desirable or necessary to omit any member of a triad, the fifth will 
be least missed. This is frequently done even in orchestral compositions where 
so many instruments are at command; sometimes in the final accord. In the 
compositions of former times, the third was often omitted; very nearly always 
in the final accord, on account of a rule which then prevailed, viz: "the cloiie 
must be 'perfect; the octave and fifth are perfect, the third is not," e. g. 



lOS 



m 



We are not satisfied with this form of the triad, at the present day, espec- 
ially as a close, as the third is regarded fuller. The omission of the third, 
therefore, occurs very seldom. 

VARIETIES OF VOICE MOTION, 

1. Plane Motion is that in which one or more voices remain stationary while 
one or more voices move only rhythmically^ i, e., repetition on the same 
pitch, e. g. 



r r 

2. Oblique Motion is that when one or more voices remain stationary and 
one other voice moves toward or away from them, spring or degree- wise (see 
Ex. 170> 

Remaek. — By degree-wise is to be understood from one staif-degree to the next, and 
by spring-wise, from one staff-degree to any other excepting the next. 

N.B. 



170. 



— I* — 0- 

r II I 



4- 



4 



I J I 

The upper voice at ^N". B. can be regarded as stationary, in the sense that it 
does not move from its degree. 

3. Contrary Motion is that in which two voices move simultaneously toward 
or away from each other, spring or degree- wise, e. g. 



171. 
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4. Similar Motion is that in which the voices move in the same direction 
simultaneously, spring or degree-wise, e. g. 

1 J I , . . I _J 



173. 




2S: 



(9- 



t 



22: 



! J . -^ 



5, Parallel Motion arises when each of the voices move the same number 
of staff-degrees in the same direction simultaneously, spring or degree-wise, e, g, 

-J—J- ' I 



is: 



3^ 



2^ 



173, 



vni 



-,5'- 



Till V V 

Parallel Motion is always similar, but the reverse is not always true. 

CONSECUTIVE OCTAVES AND FIFTHS. 

Tlie last two examples in Parallel Motion are what is termed Consecutive^ 
or Open, or Parallel Octaves and Fifths. Such progressions in harmonic 
combinations are always to he avoided as false leading of the voices. Par- 
allel fifths, in which the first is a major and the second a minor fifth, are fre- 
quently found in standard compositions, as at a in the following example, but 
the reverse, as at 6, a minor and then a major fifth, is not to be allowed. 

a. 



iy4..p 



3^ 



is: 



X 



5 



5 V 

COVERED OCTAVES. 

When two voices move into an octave in similar motion, either open or 
covered octaves result. An example of open octaves is given at a in the fol- 
io wina", and one of covered octaves at fo: — 



175 



3?: 



t 



By filling out the space degree-wise between G and C of Ex. 1^5, 6, the oc- 
tave succession will clearly appear; hence the expression covered octave, e. g, 

A 



i7e 



COVERED FIFTHS. 

When two voices move into a fifth in similar motion, the result is eithe? 
opeUf as at a, or covered fifths j as at b, in the following example :- 



177 



a. I b. 



22: 



121 



1 



I 
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If the space between 0 and A, at &, of the foregoing example, be degree- 
wise filled out, the succession of fifths will be at once apparent, thus: — 



17 s 



1^1 



r r 

Covered octaves and fifths are allowable except in certain cases, an explana- 
tion of which will appear later. 

The following chord- connection contains both covered octaves and fifths cor- 
rectly used; it is left to the student to discover them. 




r7\ 



1$^ 



It is suggested that the teacher make use of this and other examples to as- 
certain if the varieties of voice motion are fully understood by the pupil. 
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CHAPTER XIII. 

BROKEN CHORDS. AUXILIARY TONES. APPOGGIATURA. PASSING-NOTES. 

BROKEN CHORDS. (AEPEGGIOS). 

A chord, as at a, Ex. 180, may be represented by one voice, to which the 
tones of that chord are given successively, as at &, or c, A chord performed 
in this manner is said to be broken, or in arpeggio form. 

a. h. -i_ c. 



ISO 



\> — ^- 

— is: 



T 



t 



t 



etc. 



' An accord may also be represented by two or more voices in arpeggio, either 
in contrary or similar motion, e. g. 



isi. 



^ — 














^_4_^ 




1 ' 












-r-r^ ^ i 


s — : — 1 



etc. 
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AUXILIARY TONES. 

Every tone of an accord hay two auxiliary tones, viz: its second above and 
below. We give at a, Ex. 182, the chord only, and at b, c, d and e, the vari- 
ous methods in which the auxiliary tones of a single member of the chord may 
be used. ISTotice at d and e that the auxiliaries follow each other (see aster- 
isks x). 



18)2. 




1). 



c. 



-I 



d. 



4- 



it 

-a — 



is: 



3?: 



Id?: 



'SI 



Examples of the use of auxiliary tones upon other voices of the a.bove ac- 
cord are given in the following, it being left to the pupil to complete the vari- 
eties: — 

a. h. c. d. e. 



1S3. 



S 




:s: 



rr- 



i4 



9 



:s: 



is: 



:2: 



:s: 



, Auxiliary tones may be chromatically altered, as for instance at b and c, in 
example 183, but never so as to cause more than a major second to intervene 
between them and the accord-tone to which they move. It will be noticed 
that an auxiliary tone is always prepared, i. e., preceded by the same accord- 
tone into which it immediately afterward resolves. 

APPOGGIATURA. 

When a so-called auxiliary tone enters free; i. e., without the preparatory 
accord-tone, it is termed an appoggiatura. They may be written, as at a, b, 
G ov d of Ex. 184, in small notes, in which cases they are often called grace- 
notes, because of being executed so quickly as not to encroach on th^ time of 
the large notes, or they may occur as at e, f and g, or in notes of greater 
length. The dissonance of the appoggiatura is least sharp when it enters on 
an unaccented part of the measure, as at e and f. Appoggiaturas may enter 
free, but they must resolve degree-wise into an accord-tone. 

&. ^ c.^ e. f. g. 



184. 




i^isi 



isr 



■a- 



is: 



s: 



i^ 



:^ 



is: 
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PASSING NOTES. 

Those notes which fill out the space degree-wise between two tones of the 
same or different accords, are termed Passing -Notes. It should be well re- 
membered that passing-notes as well as dissonances in general {appoggiaturas 
excepted), can only enter degree-wise after an accord-tone^ progress degree- 
wisCj and resolve degree-wise into an accord-tone; they can never enter, pro- 
gress or resolve spring-wise, e. g. 



I. 



185. 




i 



^ ^ ^ ^ ^ 



d. 



3?: 



■0\ # i 



2d 



is: 



22: 



1^. 



32: 



321 



i 



:s 



1 



At a, Ex. 185, the tones C an^ E, in the upper voice, are accord-tones, 
therefore, in connecting them melodically (degree-wise), the tone used to fill out 
the intervening space (D) is a passing-note. At 6> the accord-tones in the 
Soprano are G and C; the A and B, used to fill out the between-lying degrees, 
are therefore passing-notes. At e, however, the above-given rule seems to be 
disregarded, for the passing notes B, D, and F, each spring to G. The 
passage is to be explained thus; the upper voice undertakes to represent two 
parts; the repetition of the tone G is to be regarded as one voice, and the 
melodic succession, C — B— C — D — Djt — E — F— E, as the other voice, (see 
following example): — 




is: 



The passing notes, as now explained, do not transgress their rule. Similar 
passages occur very often, and, if correct, they are always to be explained un- 
der the head of Broken Chords (see page 16), or appoggiaturas. 



CHAPTER XIV. 

HARMONIC CONNECTION. TRIAD-SUCCESSION. 

We come now to the consideration of harmonic connection, or practical 
chord-successions; i. e., the manner in which the harmonies, thus far learned, 
inay succeed each other. Having learned, as yet, only the forms and positions 
of the four principal triads, our studies and exercises will be confined exclu- 
sively to ^nac^-successions, and, further, to those triad-successions possible to the 
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Normal major and minor modes. This will call into action only major, minor 
and diminished triads, leaving the augmented triad, which is an artificial chord' 
formation, to be specially treated of at another place. 

We remark, to begin with, that a triad, instead of being repeated over the 
same Bass in the sam^e position, as at a, Ex. 18t, may change the arrangement 
of its voices at pleasure, as at 6, c and d, for ex. : — 



187. 




\ [ 



5 



3 



2t 



eto. 



12: 



3z: 



321 



If, however, the second harmony is to be different, it must appear in such a 
position or arrangement of its voices as to place it in connection with the first- 

Remabk. — ^In a succession of two or more chords, each chord becomes a first to the 
one following it. 

RULE FOR CHORD-CONNECTION. 

Tones which are common to both harmonies must be retained in the same 
voices. Ihnes not common to both harmonies must progress as melodically as 
possible to their places in the new accord. 

We will begin with one of the simplest of all chord-successions, viz : that 
in which the 

FUNDAMENTAL FALLS A THIRD. 
In such successions we shall always find two tones common to both harmonies. 

For example, in the key of C major, if we cause the fundamental of the 
Tonic-triad, C, E, Gr, viz: C, to fall a ^/iircf and a new triad to be formed, the sec- 
ond accord will consist of the tones A, C, E. If these two triads were to suc- 
ceed each other in their Fundamental positions, thus: — 



1S8 



no connection in the accords would appear, as each voice makes a progression. 
On the contrary, if we first see what tones are common to both triads^ and 
then retain those tones in the same voices, according to our rule, our chord- 
succession will first appear as follows: — 



ISO 



The tones C and E being common to both harmonies, we first write them 
down, as in the above example. Turning to our rule again, we find that the 
tone or tones not common to both harmonies, are to progress as melodically as 
possible to their places in the new accord. In order to fill out the triad of A 
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minor (A^Oj will be necessary for the tone Gr, in the first triad above, 

to progress to the tone yet lacking (A) in the second triad. ISTo more mel- 
odic progression is necessary than for the G to move a step upward to A, 
thus: — 



lOO. 




Again, allowing the fundamental of the A minor triad to fall a third, we 

shall have the fundamental of the major triad, F/A, G. This triad has two 
tones (0 and A) common to the triad of A minor, therefore, in connecting 
these harmonies, those tones must remain in the same voices, while the E pro- 
gresses melodically to F, thus: — x 



lOl. 



The connection or succession of the triads of C major, A minor and P ma- 
jor is here correctly presented, but the position in which this connection neces- 
sarily causes the triads to appear, gives occasion for further remark. The C 
major triad is employed in its fundamental position, the most satisfactory and 
independent of all; the A minor triad appears in its Third-Sixth position, which 
is independent in a second degree only, and the F major-triad in its Fourth- 
Sixth position, iDOSsessing no independence whatever. 

Here we see the necessity of a basis, or in musical terms, a Bass, The firmr- 
est basis which can be given is naturally the fundamental, and, as will be seen, 
this member added to the above chord-succession, will place each chord in its 
most satisfying position, thus: — 



103. 

















_ — ^ 

















Continuing to cause the fundamental to fall a third until the Tonic is 
reached, always remaiiiing in the stem-tones of the mode of 0 major, we shall 
have successively, in addition to the above, the triads of D minor, B dimin- 
ished, G major, E minor and C major. We present below, the correct method 
of connecting this series of triads:— 

_P ^T.B. 1. KB. 2. ^ 



193. 




~2Z. 
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M ]Sr. B. 1, ill the above example, beginners in chord connection often lead 
the voices of the D minor triad as follows:— 



104.. 









^4.^ ... 







The example then contains consecutive octaves between the Bass and Ten- 
or, and consecutive fifths beween the Bass and Soprano, and Tenor and So- 
prano, all of which are signs of bad voice-leading, as we shall see in the present 
case. If the rales for chord-connection are observed, all these faults will at 
once disappear. The D and F will be retained as inner voices, while the A 
progresses melodicallj to B, (see N. B. 1, Ex. 193). 

The diminished triad thus formed (371)7^), which always occurs on the 
leading-tone, appears here in its Fundamental position, and sounds raw and 
disagreeable; we are to learn a better use of this triad in due time. Our se- 
quence or regular fall of a third, in the iBass, brings the passage upon this 
tone, therefore, to avoid disturbing the systematic progression of the exercise, 
this unpleasant, though correct, succession is to be tolerated for the present. 

At N.B. 3, of Ex. 193, the fundamental .rises a sixth, instead of falling 
a third, though virtually the same thing, in order to avoid going below the or- 
dinary range of the human voice. The rules for chord-connection are just the 
same as before, but as the progression of the Bass and Tenor is in similar mo- 
tioh to the same letter (E), covered octaves result. Here will follow the 

EULE FOR COVERED OCTAVES AND FIFTHS. 
In properly connected harmonies, covered octaves and fifths are allowable. 
The best masters bear witness to this principle. In the case above alluded to, 
the two harmonies are connected by two tones (Gr and B), therefore there ^can 
be no objection to the covered octave between the Bass and Tendr. The only 
varieties of voice-motion, presented in a chord-succession where the fundamen- 
tal continually falls a third, are oblique and coTitrary, therefore, if the rules 
are followed, no false voice-leadings can arise. Such faults arise only where 
similar or parallel motion is presented. If the direction of the Bass is re- 
versed, i. e., if it rises a sixth, as in the above example (Gr to E), covered dc- 
idves are sure to result. If, however, the space between the two Bass notes 
referred to, were to be degree-wise filled out (see Ex. 195), the result would 
be consecutive octaves, a fault which no number of connecting tones wo aid 
counterbalance:-— 



195. 









f - J 
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In the last measure but one, of Ex. 193, a triad (E minor) occurs which 
is related in the third to the following Tonic-triad. Neither this succession, 
nor that formed by the Tonic-triad and the other triad (A minor) related in 
the third with the Tonic-triad, can ever form a satisfactory close, g. 



196. 









t^B — ^ — h-^ 






xP^^ l^^- — 















































The reason may be found in the fact that the two chords are so closely con- 
nected (see connecting tones), that the progression has not sufficient falling 
inflection to indicate a conclusion or period. The subject of harmonic ca- 
dences ^howeverj will be specially treated further on; the point before us in the 
present exercises is chord-connection , regardless of the close, allusion to that 
subject being made here simply to prevent misapprehension. 

EXERCISES IN CHORD-CONNECTION. 

The pupil should first fill out the remaining voices in the following examples, 
in which the fundamental falls a third each time, keeping in mind the forego- 
ing rules and observations. It will be noticed that the arrangement of the 
upper voices differs in Examples 193, 19t and 198. In Ex. 193 the ffth of 
the triad is given to the Soprano; in Ex. 191 the third, and in Ex. 198 the 
fundamental. This varies the study and the effect, and each should receive 
equal attention in the exercises to follow these in other keys. 













V [--H 












^1 




J. 




' 1 




L_J 1 



In each additional chord, first write down the connecting tones, and then, the 
remaining voice or voices have only to progress to the nearest tones or places 
in the new accord which remain unoccupied. It will be noticed that when the 
Bass actually falls a third, the other moving voice or voices progress to their 
places in contrary motion to that Bass. 



198. 
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The use of the tie is optional, as the connection is just the same whether the 
tone be bound or repeated. The purpose of its use thus far, has been simply 
to indicate the connecting tones more distinctly. 

Having completed the above examples, the pupil should now transpose the 
same Bass to various other keys,* and work out the upper voices in the man- 
ner employed here, remembering to alternate the arrangement of those voices 
as hinted at above. 

The change in the direction of the Bass, causing it to rise a ^ixth^ may be 
made at any point where it will succeed in keeping that voice within the ordin- 
ary compass.^ Following the above exercises, in which the upper voices are in 
close position, chord-successions should be .practiced in which these voices are 
in dispersed position. The very same rules and suggestions are to be observed 
as before. We begin such an exercise in Ex. 199, leaving the pupil to com- 
plete it and practice in other keys also, and with different arrangement of the 
voices. 



190, 



I 



-(5?- 



It is certainly not musical to write or play an exercise in 0 major and its 
successor in Dl^ maj(3r. Choose rather, F or G major, A or E minor or F or 
C minor as the successor to 0 major. Having chosen F major, for example, 
the next exercise after that, may be written or played in Bb or C major, D, 
A, F or Bb minor. The number of measures in an exercise, for rhythm^s 
sake, should in general, be divisible by 2, as the balance is better maintained, 
although there is no arbitrary rule concerning it. The principle of accent ap- 
plies as well to measures, as to metrical members of a measure. Every alter- 
nate metrical member receives an accent, and, as a measure may be regarded as 
one metrical member of the whole composition, it follows that every alternate 
measure receives additional stress. The fifth, in an exercise of five measures, 
can be taken as the beginning of a new section, for ex.: — 



200, 



I 



V 

2? 



2? 



f 



2? 



V 



- I- I 



It is therefore not objectionable to end upon the fifth measure. 



* It is proper to suggest that in these, and in aU exercises to come, both in writing and in play 
tag, the succession of keys should he duly considered. Let the exercises follow each other in keyi 
which are related, (see related modes, page 52). 
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Example 201 shows that so long as the mme fundamental contiuuer?, the 
remainirig voices can spring ad lihitmn^ but so soon as the fundamental 
changes, the rules for chord-connection must take effect again. The pupil 
should complete the exercise in the manner indicated. 

4=^ 




\ — =+- 



-A V- 



is: 



As previously remarked, page T6, a chord may be represented by one voice, 
to which the tones of that chord are given successively. A chord-succession 
may also be represented in the same manner, always bearing in mind the rules 
for chord-connection, the same as though the tones appeared simultaneouslv 
instead of one after the other. In Ex. 202, this connection is traced by the 
dotted lines: — 



pQ 


0 ^^^^-f 




' ;« * 1 1 ! 






■. -rr-T-i r-L« 


M , M r-r-'d 
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■ 
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J 


Id: J 1 




1 
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In Ex. 203, another form of chord-connection is presented, the Tenor and 
Alto being represented by one voice. The same rules prevail. 



303. 




— 0- — 



etc. 



Instead of the Bass always niaking the spring of a third, a ^am'??^-note 
may be introduced between each fundamental (see asterisks in Ex. 204), thus 
m»aking that voice to move more melodiously. No mistakes in the voice-lead 
ing are possible, because only oblique and contrary motion appear, ^. g. 





"^7. 




— ■ — ^ — - — 




M ^ - 


^2?- 


-^-^=^^0 — ^ — 
'(^-^^>9 ^ — 


t. t ^ 


^"^^^J 


t ^ ^ 
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^-T— f— 

L# 2si 1 ■ 



If it is desired, in such a Bass as the above, to take the octave above, in 
order to avoid going too low, care must be taken to avoid a very common mis- 
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take, viz: springing ^vom 2(> passing-note to an accord-tone or vice versa, e g. 



305. 



n L 1 1 1 ^' ! 1 








_1 2^ 
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i 


iyz ^ ,^ 

* * 


— ^ 

etc. 


1 ^ _ 


« 


etc. 
















I. 




' 1 IN. 


B. » ' ' N.B. 





Tlie above example, at a, shows a spring from a passing-note to an accord" 
tone (Bi? to Aj?), the fault being that the passing-note is not degree-ivise re- 
solvedy according to the rule, page ^8. At b, the reverse occurs; the C is an 
accord-tone and the Bl? succeeding it, to which the Bass springs, is passing- 
note. The entrance of the passing-note is therefore faulty. It must be re- 
marked, however, that while the entrance of the Bj? alluded to, as a passing- 
note, is faulty, yet, regarded as an appoggiatura, it is correct, because such 
notes may enter free, but must be resolved degree-wise, all of which takes 
place here. The example at b might therefore be tolerated, (that at a must 
be rejected), still there is a better way of treating such a passage, viz : 
by springing from an accord-tone to its octave, thus : — 




etc. 



TRIAD-SUCCESSIONS IN THIRD-SIXTH POSITIONS. 

Heretofore the Bass of each harmony in our chord-successions, has been the 
fundamental. As the chord of the Third and Sixth is in a measure independent, 
it may also be used successively. The Bass will now be the third of the fundor- 
mental, and, as before, fall a third or rise a sixth at each progression. The 
following example should be completed, and like successions formed in other 
keys: — 

/ _fi J 1 ^ 
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The Fundamental position of a triad, and the Third-Sixth position of the 
relative -third triad below may alternate, e. g. 




308. 



3 



1 



1 



6 
3 



etc. 



6 



It is of course optional which shall appear first, e. g. 




6 
3 



5 
3 



etc. 
6 5 



1 



Still another variation is shown in Ex. 210. 



310. 




The foregoing having been duly understood and practiced, we will now pass 
on to chord-successions in which the 

FUNDAMENTAL RISES A THIRD. 
Again, using the key of 0 major, and causing the fundamental of the Ton- 
ic-triad C, E, G to rise a third, the minor triad E'^ C^T^B is met with, which 
has two tones (E and G) common to the Tonic-triad. In connecting these 
triads properly, those two tones will be retained in the same voices, g, 

311, 




The E remains as upper-voice, the G as Tenor, while the C moves to B, 
the tone nearest to it in the E minor triad. So long as the fundamental act- 
ually rises a third, only contrary and oblique motion appear, therefore no 
false voice-leadings are possible, even though passing-notes are introduced. If 
the direction of the Bass be reversed, falling a sixth (the inversion of the 
third), as at N.B. in the following example, covered fifths arise, and if pass- 
ing-notes were used to fill out the space, 'parallel fifths would appear. So 
long as the chords are well connected, as here, covered fifths are allowable 
(see rule, page 81). We present below, the completed example begun abovp 
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the fundamental rising a third or falling a sixth at each progression: — 



313. 

















1 






' N.B 




H-— 







It will scarcely be necessary to further explain the connection of the har 
monies in the foregoing example, after the ample treatment of triad-^ucces 
sious in which the fundamental falls a third. The same rulesjind observations 
apply here in toto. Each harmonic succession is connected by two tones which 
are always to be retained in the same voices. The pupil should as thoroughly 
develope this manner of triad-succession as the first, viz: — 

1. Work out Ex. 212, in which the fundamental rises a third, in different 
keys^ bearing in mind to give the Soprano of the commencing accord, some- 
times the thirdj and sometimes the ffth as well as the fundamentcd of the tri- 
ad, as shown in Examples 193, 19^ and 198. 

2. In open position, as shown in Ex. 199, or in any other open position. 

3. Changing the position of the upper voices over the same Bass, as in Ex. 20 1. 

4. Representing the upper voices in broken chords, as in Exs. 202 and 203. 

5. Introducing passing-notes, as in the following examples:: — 



313. 



I 



1^- 



-52- 



Ex. 214 presents a combination of Examples 204 and 213, and shows also, 
at N. B., a correct method of gaining a lower or higher position of the Bass, 
(see remarks on this point, page 85). 



314.. 




|9 



N.B. 



I 



9zT 



is: 



2^ 



3 



N.B. 



-0 ^- 
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6. Using the triads in the Third-Sixth position, as in Ex. 201 
*I. Alternation of the Fundamental position of a triad and the Third-Sixth 
position of its relative-third triad below, as in Exs. 208, 209 and 210. 

TRIAD SUCCESSION IN WHICH THE FUNDAMENTAL FALLS A FIFTH. 

In this manner of chord-succession, the harmonies are connected by one tone 
only. Beginning with the Tonic-triad of the key of C major, and allowing the 
fundamental to fall a fifth, the second chord will be the triad of F major, e. g. 














to/ 










J. 















The C,in the Tenor, connects the tAvo harmonies, while the Soprano and Alto 
progress, in contrary motion to the Bass, to the nearest tones necessary to 
complete the F major triad. 

The second fall of the fundamental a fifth would be from F to B, thus: — 



§3 



The first attempt to sing the above Bass would show it to be not melodical, 
owing to the relation between 0 and B, a minor ninth. 

The progression of the Bass in this variety of triad-succession will be much 
improved if each alternate fundamental rise a fourth^ the inversion of a 
ffth. "We now present a completed example, and, as will be noticed, the 
chords are connected by a single tone. 



a- 



.1 









, 


— 


■ i 




1 

1 




-f9 j- 

1 , 





The Bass will now be found singable notwithstanding the tri-tone between P 
and B (N. B.), but the reversion of its direction, rising instead of falling, yields 
similar motion with the other voices, which, in polyphonic harmonies, very often 
produces open or covered fifths or octaves. In this case, at B., the Basy 
and Soprano exhibit a covered octave, but, as the chords are connected by one 
tone (F), the succession is admissible. The worst feature of the example at 
N. B., is the progression from the F major triad directly into the diminished 
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triad upon the leading-tone (B). It sounds very crude in this position, and is 
to be tolerated only in behalf of the present object, viz : practice in chords 
connection. The Bass proceeds in regular sequence, and of course the leading- 
tone occurs in its turn 2,^ fundamental. While the covered ooX^^nq at B. 
ig permitted even in the outer voices, as it occurs here, it would not be allow- 
able to fill out the space between F and B, as in the following' example, for 
tjien, op^n octaves would result. 



-(Si- 



— fg-jg 



It will be seen that covered octaves result in Ex. 21 1 at each rise of the 
fundamental, between the Bass and one of the inner voices, but they are less 
noticeable than the one pointed out between the outer voices, therefore less ob- 
jectionable, if any discrimination were to be made. The covered octaves, how- 
ever, in this example may be wholly avoided, if desired, by means of a some- 
what freer leading of the voices, viz: by the use of sequences applied to all the 
voices. 

SEQUENCE. 

A sequence is the similar repetition of a melodic or harmonic figure. For 
example, if we take the following harmonic figure, in which the fundamental 
falls a fifth: — 



i 



3 I 



-It. 



-0- 



and form similar repetitions, using the same Bass as in Ex. 211, the result will 
be a sequence, and the covered octaves will disappear, e. g. 



sso. / 




.1^ 



Ss (&r 

% ^- 



3^: 



In our model, Ex. 219, the Soprano of the first accord has the tMrd of the 
fundamental, the Alto the octave, and the Tenor the fifth. 

The first accord of each repetition in the above sequence is arranged in the 
same manner. The second accord in the figure is connected to the first in thg 
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usual manner. The result of this freer leading of the voices is that contrary 
motion is secured, thereby rendering the occurrence of covered or open octaves 
an impossibility. 

DEPRESSION TO RELATIVE DEGREES BY MEANS OF MAJOR TRIADS. 

If. we cause the fundamental of a major triad to fall a major fifthj or rise 
a minor fourth at each progression, and a major triad be formed upon that 
new fundamental^ we come each time upon the Tonic-triad of a new key, which 
we will call, for want of a better term, one relative degree lower, 

RELATIVE DEGREE. 

By this term we mean to express that key which has one more flat or sharp, 
or one less flat or sharp in its signature than the key to which we regard it ag 
related. Two relative degrees lower would imply that the related key had two 
additional flats, or two sharps less in its signature; two relative degrees higher 
would imply the reverse, viz: two flats less or two additional sharps, etc. 

Thus, we call the key of F major one relative degree below the key of C 
major, and the key of B|;r major, two relative degrees below the key of C ma- 
jor. Just so, the key of G major is one relative degree above 0 major, and 
D major two relative degrees above C major, etc. By means of this depres- 
sion, and further on, by elevation, to relative degrees we are enabled to form 
chord-successions which shall touch all the different keys, an achievement of 
decided value to the practical harmonist. 

The first depression of the fundamental of the Tonic-triad of C major, a 
major fifths brings us to the key of F major; the second depression of a ma- 
jor fifth gains the key of B|? major; the third, E|? major, and so on, each suc- 
cession being connected, as before, by one tone, e. g. 




Ex. 222 presents the mode of depression to relative degrees with the use of 
sharps^ the removal of each sharp effecting a depression of one degree. The 
pupil is to fill out the upper voices according to the figuring, remembering that 
the first accord may be placed with the octave, third ov fifth of the fundamental 
as Soprano, according to option. This remark applies to all the exercises in 
chord-succession which the pupil may practice. 
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DEPRESSION TO RELATIVE DEGREES BY MEANS OF MINOR TRIADS. 

If the fundamental of a minor triad is depressed a major fifth, and anoth- 
er minor triad is formed upon that new fundamental^ it will be the Tonic-triad 
of a minor key, one relative degree lower, e, g. 




Ex. 224 with sharps, and, as before, only minor triads are to appear. 

etc. 




is: 



TRIAD-SUCCESSION IN WHICH THE FUNDAMENTAL RISES A FIFTH. 

The very same rules and suggestions apply here a-s were given in the exer» 
cises where the fundamental falls a fifth. The first consideration is always 
connection of the harmonies. After the Bass of the exercise and the first 
accord have been written, seek out and write down the tone which is to con- 
nect the next harmony. The progression of the remaining voices is then sim. 
piy to the nearest places in the new accord which are left unoccupied. Where 
the fundamental rises a fifth, as here, one tone, only, connects the triads, while 
two progress to their places in contrary motion to the Bass. If the direction 
of the Bass is reversed, falUng a fourth, covered fifths arise, which are allow- 
able so long as the chords are connected by even one tone. Care must be ta- 
ken, however, with the introduction of passing-notes, where the Bass falls, lest 
the covered fifths become open fifths. 

If the fundamental were to actually rise a fifth, twice in succession, thus: — 

I I 



321 



the same unmelodic Bass would result, as referred to in Ex. 216. This can Im 
avoided by alternately causing the Bass to fall a fourth, the inversion of the 
fifth. Ex. 226 presente a triad-succession according to the above suggestions. 
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K.B. 


, 1 
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— 1 ^ 
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At IST. B., in Ex. 226, a covered fifth occurs in the outer voices, which is aL 
ways more perceptible than between the inner, or one inner and one outer 
voice. Much must be left to the student^s musical intelhgence in regard to 
covered fifths and octaves, for in one case they may be, as here, quite intoler- 
able, while in another they would not be noticed, owing to different surround- 
ing voices. The sequence form of chord-succession, as in the following exam- 
ple, will remove the covered fifths appearing in the above. 




As before, the above examples should be worked out in different keys. 

It often occurs, where the fundamental rises a fifth or falls a fourth, that 
the Bass of this second accord takes the tlrdrd of the fundamental^ thus:' — 

6 



338. ^t: 



-5^ 



is: 



The second accord, according to the figuring here, appears in its Third-Sixth 
position, and, instead of the f undamental (Gr) appearing as Bass, its third (B) 
is taken, which, in the key of C major, is the leading-tone. With the pro- 
gression of the remaining voices over such a Bass, a very common fault 
arises, e. g. 

b. 



330. 




N.B. 



N.B. 



The first things noticeable in these examples, are the open octaves between 
the Bass and Alto at a, and between the Bass and Tenor at &. These are of 
course always inadmissible, but their occurrence in this particular situation gives 
occasion for special comment. The B, in the Bass, which is here the leading- 
tone, is doubled at a in the Alto and at b in the Tenor* The only progression 
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which tlie leading-tone, as such, can make, is a half-step upward to the Tonic, 
consequently, if the Bass is such a tone, and it is clearly so at N.B. in the above 
examples, it follows that no doubling of that tone can be allowed, because both 
voices would require the same progression upward to the Tonic, thereby pro- 
ducing, unavoidably, open octaves. Even if this doubled tone were to be 
forced into another progression, as at Ex. 230, in order to avoid the par- 
allel octaves, the eff^eot would be the same as before, for the natural progression 
of this tone is not to be hidden- its proper resolution upward will be heard, as 
at&, Ex. 230, producing the octaves, in spite of the forced downward pro- 
gression: — 

a. \ \ J). I I 



230. 



i 



RULE. 

A tone which has only one fixed progression can never be doubled. The 
leading-tone in the present case is such an one, and the seventh and bound 
dissonances in future cases will come under this head. 

Bemark.— This is not to say that the seventh degree of the scale, on which the lead- 
ing-tone occurs, is never to be doubled, but the prohibition is to be observed when that 
seventh degree shows its character to be clearly that of a leading-tone; i. e., if the Bass 
moves upward from the seventh to the Tonic, then that seventh degree is clearly the 
leading-tone, but if the Bass moves downward then the character of the seventh de- 
gree is not that of a leading-tone.^ 

All of the faults shown in Ex^s 229 and 230, in four-voiced harmony, may 
be avoided by doubling the third or sixth of the Bass, when that Bass is the 
leading-tone, e. g. 

I _J_ C. ; , d. 



331. 




3 



6 



1 



6 



221 



12. 



:s=::i2^ 



i 

"6 



At a, Ex. 231, the connecting tone is G, while the Soprano and Alto pro- 
gress to G and B, thus doubling the sixth of the Bass, and at b, e and d, the 
voices progress so that the third of the Bass, viz: D, is doubled. Examples 
in No. 229 are seen in their corrected form at a and b in Example 231. 

ELEVATION TO RELATIVE DEGREES BY MEANS OF MAJOR TRIADS, 

The process here is the same as that used in depression to relative degrees, 
except that now the fundamental rises a major fifths or falls a minor fourth^ 
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gaining one relative degree higlier at each progression. Major triads only, are 
to succeed each other. The following exercises are to be filled out by the 
pupil. 

$ $ $ 



232 



3im 



22: 



Ex. 233 is the same with the use of flats. The key of Gb major has one 
less flat than the key of Cjz major, therefore the cliord-successiou is elevated one 
relative degree, and so on back to the key of C major. 



333 



— 



.fe 



ELEVATION TO RELATIVE DEGREES BY MEANS OF MINOR TRIADS, 

The only difference between this and the above is that only minor triads are 
to appear. 



234.. 





$ $ 


$ ■ 


1 






d=:^ -: 








\ 1 



Ex. 235 is the same with the use of flats. The key of Eb minor has one 
fiat than that of Ab minor, therefore the chord-succession is elevated one 
relative degree, and so on. 

h b b b b 



as. 













^ — ^^1 




-[ 




- 1 ^ 

i 







TRIAD-SUCCESSION IN WHICH THE FUNDAMENTAL RISES 

OR FALLS A SECOND. 

Here, the harmonies have no connecting tones; hence the following rules, 

1. When the Bass rises , all the other voices should fall. 

2. When the Bass falls, all the other voices should rise. 

If these rules are not carefully followed, in this manner of chord-succession, 
the worst specimens of parallel octaves and fifths will constantly appear, such 
as the folio wmg, for example: — 

-I 
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Following the rule, however, i. e., causing the upper voices to progress to 
their places iu the new accord iu contrary motion to the Bass, all these 
faults disappear, e, g. 



337. 




Cases often occur, where the chords are totally without connecting tones,*in 
which covered fifths sound badly, and are therefore to be avoided, for ex.: — 



33S. 




The covered fifth at a, Ex. 238, may be avoided by doubling the third of 
the D minor triad, as follows — 



330. 







h-z* ^ 


— ^ 





















The covered fifths at h and c, of Ex. 238, may be avoided by leading the 
Soprano and Alto upward, thus doubling the sixth of the Bass, as in the fol- 
lowing examples: — 

-I 4-,-4 



34,0. 




CAL 1 ^ ^ 


^ — 







It has already been remarked that progressions, which in some cases are not 
to be tolerated, are in others not only tolerable but agreeable. For instance, 
if the example at a, of 238, were caused to appear in the following manner, 
the unpleasant eflfect of the covered fifth would vanish, e. g. 









=1 




^ ^ 
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The effect of a progression, therefore, depends largely upon the harrnoniea 
with which it is placed in connection. No number of rules could cover all the 
cases, consequently, only the general rule is here given, viz : the progressing 
upper voices are to move in contrary motion to the Bass, when that voice 
rises or falls a second. 

If unpleasant covered octaves or fifths arise, avoid them, either by a different 
leading of the voices, or by placing the voices differently,or by avoiding the pro- 
gression altogether. The composer has the matter in his own hand, generally, 
and is not compelled to make use of a chord-succession which is not capable 
of acceptable manipulation. 

PROGRESSION OF THE BASS FROM THE FIFTH TO THE SIXTH 

DEGREES IN MINOR MODES. 

This progression, which often occurs, demands a special treatment, for the 
progression of the upper voices in contrary motion to the Bass does not, in 
this case, prevent bad voice-leading (see following examples). 



34:3. 




second downward, thus: 



which is to be avoided as unmelodic, 



the same as all augmented and diminished intervals in general. The same 
fault appears in each of the above examples, and a covered fifth occurs at a 
and d. This unmelodic progression, toge.ther with the covered fifths, is to be 
avoided by leading the third of the first accord to the third of the second, 
thus- — 



34:3. 







^ ^ — 1 






^\ ^ ^ B 


—Jt— 

1 





and the other voices as before. The succession will now be smooth and sing- 
able, as follows: — 

^Jt^^!^ \ H-.— J ^ ^ 
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When the fundamental falls a second, as in the following examples, the 
progressing upper voices rise. It will scarcely be necessary to more than 
merely indicate this method of chord-succession, leaving the student to test tht 
progressions upon other degrees of major and minor modes. 



34.5. 



1 



a. 



c. 



i 



The progression at &, Ex. 245, though showing a covered fifth, between the 
Soprano and Tenor, in chords not connected, is often found in the works of the 
best masters. 

The following still more striking progression, Ex. 246, often occurs in stand- 
ard works, notwithstanding the very perceptible covered fifth, and the unmel- 
odie leading of the Alto (G to Aj|): — 




For vocal purposes, the above passage will be found much more acceptable 
if the voices are treated as in Ex. 247, thereby avoiding the progression of an 
augmented second. 



I ! 




1 , u_J^ 























t 



By way of resume, we present a triad-succession in which the Bass moves 
by seconds, according to the foregoing rules, e. g. 



34S. 



-A 



-<5i 



6 



6 
4 



:4 



sr 
6 







<2 ^. 


















-A -* 





Thus far, we have practiced triad-successions upon all the most usable inter- 
vals in the diatonic scale, i. e., we have learned how to lead the upper voices 
when the f undamental has made the various progressions shown in the follow- 
ing table :^ — 
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Second. 



Fundamental bises. 
Third. Fourth. 



Fifth. 



Sixth. 







^ — 




, <5> , 

1 


Qt=^ — f 


— ^ — ^- 








i - 1 

Second. 


L_| j 

FUNDAISO 
Third. 


-NTAL FALLS. 
Fourth. 


H 

Fifth. 


i 

Sixth. 




i 

1 1 






— 1^ — 

1 1 


1 ^ B 



CHAPTER XV. 

FORMATION OF CLOSES. HARMONIC CADENCES OR POINTS OF REST. 

The foregoing practicing examples are now to be practically applied, first 
of all, in the construction of closes or cadences. We repeat again that a j^rm, 
satisfactory close ^ demands^ without exception, that the final accord shall be- 
gin and end upon an accented part of the measure. Further, in all of the 
following cadences, the most satisfactory arrangement of the voices of the 
iiyial accord is that in which the Tonic is given to the Bass and Soprano (see 
a, Ex. 251). That, in which the Soprano has the third (see b, Ex. 251) will 
be less satisfactory, less firm, and that with the fifth, least so of all, (see c, 
Ex. 251). 

The varieties of Cadence or Harmonic points of rest are as follows:— 

I. Plagal or Half -Cadence. 
II. Authentic Cadence, 
III. Complete Cadence. 

I. The Plagal or Half Cadence is that in which the closing Tonic-triad is 
immediately preceded by the triad of the Sub-dominant. 
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We have already learned that the Sub-dominant-triad of a major mode may 
be minor (see page 37). An example of its use is seen at f in Ex. 252. 

It may not be out of place to repeat here, that while the Sub-dominant- 
triad in a major mode may be major or minor at option, that triad in minor 
modes must always be minor. 

II. The Authentic Close is that form of cadence in which the final ao- 
oord is immediately preceded by the major Dominant-triad^ whether the mode 
he major or minor, e, g. 

( 



353. 




In minor modes, a chromatic sign will always be necessary, in order to indi- 
cate the major Dominant-triad, (see h and c, Ex. 253). 

AUTHENTIC CLOSE WITH SUBSEQUENT SEVENTH. 

In the Authentic Close, the octave of the fundamental of the Dominant- 
triad may be followed by the minor seventh of that fundamental (see B. 
I, 2 and 3, Ex. 254). Inasmuch as this seventh appears after the balance ol 
the chord has been attacked, we will call it a subsequent seventh, and, being 
a dissonance, it is resolved by falling one degree. 




At X. B. 1, Ex. 254, the octave (G) of the fundamental is followed by 
the minor seventh (E) of t\iQ,t f undamental, which resolves itself by falling 
a degree to the following E. At N. B. 2, the octave (E) is followed by a sub- 
sequent seventh (D), which resolves itself a degree lower to 0. In the figur- 
ing of the same example (b) we make use of a dash ( — ). It signifies sim- 
ply the repetition or continuance of the corresponding preceding sign; in this 
case the sharp ^). The Gjjl in the same example is the leading-tone in the 
key of A minor, and, as such, should progress to the Tonic (A). The charac- 
ter of this tone, however, when occurring in a middle voice, as here, is not so 
distinctly felt; therefore, in order to make the following accord more complete, 
it is allowed to progress downward to the fifth of that accord. At IST. B. 3, 
Ex. 254, a subsequent seventh (Bjz) follows the octave of the fundamental 
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(C) resolving to the A, one degree lower. The E, in the chord at N. B. 3, is 
the leading-tone in that key, and, occurring in an outer voice, where its charac- 
ter is very perceptible, it .must progress regularly to the Tonic (E). The G 
in the Tenor, at the same point, naturally falls to F, and the B|2 must resolve 
to A; therefore, the final accord appears without the fifth. According to 
present usage, this is satisfactory even in a closing accord. 

III. The Complete Cadence is that in which are caused to appear the Sub- 
dominant and Dominant-triads, in addition to the Tonic-triadj e. g. 

N.B, ^ , . N.B. 



335. 




In each of the above examples, the fundamental position of the Tonic- 
triad occurs three times. The cadence will be made more varied and interest- 
ing if the Fourth-Sixth position of the Tonic-triad be employed at N. B. in- 
stead of the fundamental, (see N. B. 1 and 2 in Ex. 256). 
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The Fourth-Sixth accord, occurring in this wise, must always enter upon 
an accented measural-diviston, and further, it must be followed by a major 
triad, whose fundamental is the same tone as the Bass of this Fourth-Sixth 
accord (see N. B. 1, Ex. 256). This is virtually a resolution, (the fourth 
progresses to the third, and the sixth to the fifth, see figuring) for the chord 
of the Fourth and Sixth is so dependent, so unstable in itself, that it nearly 
approaches the character of a dissonant accord, which latter always requires 
a resolution. In the complete, as well as in the authentic cadence, not only 
the octave, in the Dominant-triad, but also the fifth, may be followed by a 
subsequent-seventh, (see h, Ex. 256 and a and h, Ex 251). The seventh enters 
free here; ^. e., spring-wise; this can always occur with the minor seventh, 
it being such a mild dissonance. 



a. 



0. 



N.B. 



1 
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The final accord at a, Ex. 25 is not entirely satisfactory, as a close, on 
account of the Soprano having the fifth (C). This occurs because the con- 
necting tones and natural flow of the voices were strictly observed in the pre- 
ceding chords. On account of this unsatisfactory final accord, the voices of 
the Fourth-Sixth accord may be led upward as at N. B., Example b, thereby 
securing a chord which leads to a firm close upon the Tonic. 

In the complete close, a Third-Sixth accord can occur upon the Sub-dom- 



inant, instead of the triad of the Sub-dominant, e. g. 

N.B. 1. _ N.B. 2. 

J i-^ L 



358. 
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4 3 



6?- 



-76 — r^- 
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6 
4 



\ 

5 
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IT.B. 3. 

■4- 



6 



6 
4 



At N. B. 1, Ex. 258, the Third-Sixth position of the D minor triad occurs 
in place of the usual E major or Sub-dominant-triad. At N. B. 2, it is the 
same jjosition of the diminished triad found on the second degree of the scale 
in the milder major mode of C (see this triad, page 37). At N. B. 3, it is the 
sam^ position of the diminished triad found on the second degree in the minor 
scale. It is this position (Third-Sixth) which we alluded to on page 81, in 
which the diminished triad sounds most agreeable; the Fundamental and 
Fourth-Sixth positions are crude and disagreeable. 

When a Third-Sixth accord follows the Tonic-triad, instead of the Sub-dom- 
inant-triad, care must be taken to avoid faulty voice-leading, as at a, Ex. 259. 
The progression is somewhat improved at h in the same example, but as the 
two chords have no connecting tone, the covered octave is too perceptible. 
Leading the Bass in contrary motion, the succession will be correct in every 
particular, as at c. 



359. 




A Third-Sixth accord may follow the triad of the Sub-dominant upon the 
same Bass in a complete close, as at a, Ex. 260, or this accord may precede 
the Sub-dominant-triad, as at in the same example: — - 
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Phally, in the complete close, 'fee Sub-dominant and Dominant-triads maj 
appear without an intermediate accord. It makes no difference which pre- 
cedes. There being no connecting tones, care is necessary in order to avoid 
parallel fifths and octaves, and objectionable covered fifths, e. g. 



KB. 1. 



N.B. 2. 



_ — 




At ]Sr. B. 1, Ex. 261, the major or minor Sub-dominant-triad may be used 
optionally ; at N. B. 2, the covered fifth is not bad, and the F, in the Tenor, 
could not well progress to Q^, in order to avoid the covered fifth, on account 
of that being an unmelodic step (P — Gj|, an augmented second) ; at N. B. 3, 
the last two chords of the preceding example are given in a different form. 
The covered octave cannot be pronounced bad, as it occurs between an mner and 
outer voice, and also the Bass, a prominent voice, progresses in contrary mo- 
tion to the other voices. In the above examples, the Sub-dominant-triad pre- 
cedes the triad of the Dominant; in Ex. 262 the position of these triads is re- 
versed: — 












— 1 > 




1 — 


















— ^ — 






— 





The various kinds of cadence set forth in the foregoing pages should be 
written and played in different keys until their structure is thoroughly under- 
stood. 



CHAPTER XVI. 

MODULATION, 

By the term Modulation, is to be understood, a harmonic progression, which, 
starting in any certain key, digresses from that key, approaches a new key and 
therein establishes itself by means of a cadence. For the present examples, 
the fi>llowing rule is to be strictly observed: — 

In natural, i. c, GlasHical,modidatio7is, no accord can appear which is not 
common to the same mode as its immediate preceding accord. For exam- 
ple; if the triad of C major aj^pears, then any triad common, belonging, 



MANUAL Oji' MUSICAL THJEOBT, 



103 



to the mode of C major, may follow that C major triad. Thus, we could take 
uur choice of the following, viz: the A and E minor triads, G and F major, 
also F minor (the minor Sub-dominant- triad), D minor and B diminished, the 
latter in its Third-Sixth position only. The two triads last mentioned, which 
are related to the Tonic-triad of 0 major in a second degree only, should fol- 
low that accord very rarely. 

The triads of major and minor, Djz major and minor, D major, major 
and minor, major and minor, E major, FJj: major and minor, Gb major and 
minor, G minor, G| major and minor, A|7 major and minor, A major, Att ma- 
jor and minor, B|? major and minor, and B major and minor, <iould not follow 
the triad of C major, because none of these are common to the mode of C 
major. Each of them have one or more tones not found in this mode. 



MAJOR TO PARALLEL MINOR MODES. 

For the present, we shall confine ourselves to modulations according to the 
above rule, deferring until a future chapter the discussion of more abrupt pro- 
gressions, and further, the modulations in the present chapter will be from a 
certain Tonic-triad (C major) to other keys (A and E minor, F and G major 
and D minor) whose Tonic-triads are common to the same mode (C major) 
First, one of the simplest modulations is that from a major to its parallel mi- 
nor mode, for example, from C major to A minor. The Tonic-triads of these 
two modes are so closely related that they may follow each other, e, g. 



363. 




1^ 



Having reached the new Tonic-triad (A minor), the next point is to estab- 
lish the new key by means of a cadence. Adding the complete close, the 
most satisfactory of all, to the foregoing example (Ex. 263), the modula- 
tion from 0 major to A minor will be complete, e. g. 



C— A. * 



Cadence. 




K.B. 1. N.B. 2. 



6 
4 



is: 



* IfOTE. — The large capital indicates the major, and the small capital, the minor triad, TbuSg 
Cho letters here (C — a) imply a modulation from C major to A minor. 
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At N B. 1, Ex. 264, the new Tonio-tviad first appears, followed, at B, 
2, b}'' the 8uh- dominant-triad of the new hey and the remainder of the com- 
plete close in that key, thus firmly establishing the key of A minoj*. 

The above modulation may be made more interesting by introducing, between 
the second and tliird accords, the relative-third triad below A, viz : F major. 
The first four harmonies will then be connected by two tones each, as the fun- 
damental falls a third at each progression, e. g. 



0— A. 



etc. Cadence. 





1 — S> 








1- 
















1 1 







KB. 1. 



N.B. 2. 



6 







^ — 


— ^ — 


1 — 1 
















1 , 





As before, the new Tonic-triad, appears at N. B. 1, Ex. 265, and the new 
SuJy-dominayit-triad at N. B. 2, with the F major triad inserted between them. 
The incompleted upper voices should be filled out by the pupil. 

A tliird form, Ex. 266, shows that it is not always necessary to reach the 
new Tonic-triad previous to the appearance 'of the new Sub-dominant-triad ^ 
(see N. B). 



0— A. 



etc. 



i 



'-Si 



6 
4 



^ 




















A fourth form of this modulation (C— a) is seen in Ex. 261 :- 

C— A. 




If.B. 1. If.B. 2 



As the new Sub-dominant-triad (D minor) is common to the mode of 0 ma- 
jor, that triad can follow the C major triad immediately, as at N. B. 1, Ex. 
261, or, as we have already learned, a Third-Sixth accord can occur upon the 
same Bass (D) instead of the Sub-dominant-triad (see parenthesis, N. B. 2). 
Care is always necessary in order to avoid faulty voice-leading in chords not 
connected, like the above. In the measure next to the last, a subsequent- 
seventh is made use of. 
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From the foregoing we are able to establish the two rules or methods of 
procedure, following: — 

1 Starting with any chosen key, the modulation is to proceed or digress 
from that key and approach the new key by means of connected accords (i. e., 
common to the same mode). Having reached the new Tonic-triad, cause its 
Sub-dominant-triad to follow. The Bass of this triad is then to rise one whole 
step, and upon this new tone a Fourth-Sixth accord is to appear. This is the 
new Tonic-triad in its Fourth-Sixth position, therefore it m major or minor ac- 
cording to whichever that triad is to be. The Fourth-Sixth accord is then to be fol- 
lowed, be it major or minor, by a mq/or-triad whose fundamental is the same tone 
as the Bass of that Fourth-Sixth accord. This major-triad is the new Domi- 
nant-triad in its Fundamental position, and leads directly to the same position 
of the Tonic-triad of the new key. 

2. The new Sub-dominant-triad may be sometimes gained (see Ex. 261) by 
these natural means (connected accords) before the new Tonic-triad shows 
itself. The process following the attainment of the new Sub^dominant-triad is as 
before, "The Bass rises a whole step/' etc. (see above). The new Tonic-triadj 
in these cases, appears in its Fundamental position only in the final accord. 
The rhythm of the modulation must he so arranged that the Fourth-Sixth 
accord shall invariably enter upon an accented part of the measure (see this 
chord in the above examples.) 

Modulations should be now attempted from various major to their parallel 
minor modes, for instance from G — e, E — cjf, Db — B^ etc, following the method 
above rehearsed and the models set forth in Examples 264 — 1. It will also 
^ be found excellent practice to name the different triads, with their positions, 
necessary to effect any chosen modulation. 

MINOR TO PARALLEL MAJOR MODES. 

Having considered modulations from a major to its parallel minor mode, its 
reverse will very naturally follow, viz: from a minor to its parallel major, for 
example,from A rbinor to 0 major. Being closely related, the two Tonic4riads 
may follow each other, succeeded by the complete cadence to 0 major, e, g. 



A — 0. Cadence. ^ ^ 









cd: :±r 
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1 — ^ — 1 
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1 1 





I 

In the present modulation, the new Sub-dominant-triad may follow the A 
minor triad, or a Third-Sixth accord may appear upon the same Bass, as in the 
parenthesis. Ex. 269. 
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see. 



I 



A— C. 



Cadence. 



is: 



is: 



:s: 



6 5 
4 3 



' Practice in various keys should here follow. 

The following exercise will serve as a resume of the modulations from a 
major to its parallel minor mode and vice versa. 

Afe— F. ¥ — All. 



27 O, 




Section 



Section. 



Thesis. 



Antithesis. 



Period. 



The above is simply two modulations united, with the rhythm so arranged 
as to fulfill all the conditions of a well-ordered musical period, with its divisions 
and sub-divisions of thesis, antithesis and sections. All the modulations which 
the pupil may have worked out from a major to its parallel minor, and the re- 
verse, may now be united in a similar manner to Ex. 270. Though somewhat 
difficult to accomplish, it will be all the better if the exercises are rhythmi- 
cally ordered, and, to this end, see that the thesis and antithesis contain the 
same number of measures, also that the sections are of equal length, and that 
the rhythm of each section is similar to that in the others. Be sure that the 
Eourth-Sixth accord falls upon an accented part of the measure. 

The reverse of the modulation shown in Ex. 2*10, should now be attempted, 
viz: from a minor to its parallel major mode and back, e. g. 

c#~E. E— cl 

-Mi 



(N B 1 



371. 




N B 2 1 
— i^- 



:^ 



(N B a 1 



is: 



6 
4 



5 



6 
4 



5 



ST-i: 



;=^zii:: 



It will be seen from Examples 270 and 271, that the rhythmic motion can 
be produced in various ways. It is not necessary that the Bass, any more 
than any other voice, shall continually follow the rhythm. If more rhythmic 
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motion is at any time desired than the Bass already presents, it can be gained 
very easily by causing the upper voices to spring to another position of the 
same chord, as at N. B. 1, Ex. 2tl, or making use of two different chords up- 
on the same Bass, as at N. B. 2 and 3 of Ex. 2tl, or by a subsequent-seventh, 
as in the last measure but one of Ex. 270. At N. B. 2, Ex. 271, the Third- 
Sixth accord enters spring-wise. The privilege was used here to prevent the 
false voice-leadings which would have occurred in the succeeding progression, 
had the Third-Sixth accord been connected with its preceding accord (A ma- 
jor). The following example shows what the result might have been: — 



3: 



7W 



6 



6 
4 



MAJOR TO ITS RELATIVE THIRD ABOYE. 

Commencing with C major, this modulation will be to E minor. The new 
Sub-dominant-triad (A minor, see N. B., Ex. 273) being common to the mode 
of C major, that accord can follow immediately, and with the remainder ol 
the complete close, the new key (E minor) will be firmly established, e. g. 

C— E. 6 ^ 



Ex. 274 shows the reverse of the above, the modulation from a minor to 
that major mode situated a major third below, for example, from A minor to 
F major. 
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The Bass, in the first two measures of Ex. 274, is not melodic. The A and 
Bl? (see dotted line) do not stand in a melodic relation to each other, and th« 
note between (D), does not remove the objection. It is to be avoided by 
taking the A an octave lower, as in Ex. 275, which is melodic with both D 
and B|7. 

A— F. 



6 
4 



5 
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If a composition is to be made natural and flowing, not only each two, but 
each three or more notes, according to circumstances, should have a melodic 
connection. 

The mind and voice of the vocalist perceives and attacks each succes- 
sive note by placing that in connection with one or more of its preceding notes. 
Of course the difficulty of attack is increased in proportion as the melodic ele- 
ment is wanting. Neither of the note-connections at a and h of Ex. 216, can 
be regarded as melodic, it makes no difference in which voice they might occur. 
They are improved at c and d of the same example: — 




Modulations from a major to the minor mode, a relative third above, and 
back, should now follow, for example; from C major to E minor and back; F 
major to A minor and back, etc. Then the modulation should be reversed, 
for example: from E minor to C major and back; A minor to E major and 
back, etc. The models given in Ex^s. 2 I'D and 2*11 are to be referred to. 

MODULATION TO THE SUB-DOMINANT. 

Beginning, as before, with the key of C major, the modulation will be to F 
major. The new Tonic-triad being common to the mode from which we start, 
it can follow immediately, as at N. B. 1, Ex. 2tt. The new Sub-dominant- 
triad (N. B. 2) and the remainder of the complete cadence to F major finish 
the modulation, e. g. 



C— F. 



6 
4 



5 
3 



N.B.I. N.B.2. 



Ex. 2t8 shows a very similar process in modulating from a minor to the mode 
of its Sub-dominant, which is of course minor also. 



A — D. 



ays 



321 



6 
4 



5 

4 



N.B. 1. ]Sr.B.2. N.B. 3. 

The new Tonic appears at N. B. 1, the new Sub-dominant at N. B. 2, and 
the new Dominant at B. 3. The latter, according to our rule for modula- 
tion, must be a major triad, in minor as well as in major modes, therefore the 
chromatic sign i^^). 

MODULATION TO THE DOMINANT OR FIFTH. 

For example, from 0 major to Gr major. The Tonic-triad of the com- 
mencing key (C major) is at the same time the Sub-dominant-triad of the new 
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key (G major). All that is necessary to complete this modulation, is there- 
fore to add the remainder of the usual cadence, e. g. 



0— G. 



6 
4 



8 
5 



-<$>- 



The above is to be repeated concerning this modulation in minor modes, for 
example, from A minor to E minor: — 



-E. 



6 
4 



In Ex. 280, as the first chord is already the new Sub-dominant-triad, we 
make use here also of the Third-Sixth accord which may always appear upon 
the Sub-dominant in a cadence. The intervals of this Third-Sixth accord must 
always be arranged according to the new key^ in the cadence of which it oc- 
curs, and not according to the preceding key. In the above example, there- 
fore, this accord cannot appear (in classical modulations) as A, C, F, but as 
A, C, rj|, because in the new key (E minor) the letter F is sharped. 

TONIC TO SUB-DOMINANT AMD BACK„ 

Modulations may now be formed from any Tonic to its Sub-dominant (ma- 
jor or minor) by the process described in Examples 2^1 and 2t8, and then from 
that Sub-dominant back to the Tonic, this latter being the same as a modula- 
tion from a Tonic to its Dominant (a fifth upward), a process described in 
Ex^s. 219 and 280. Arrange the exercise similar to JSTo. 210; then reverse 
the modulation, viz: from a Tonic to its Dominant and back. 

TONIC TO ITS SECOND. 

Thus far, the modulations have been from a Tonic to the nearest related keys, 
viz: to the relative thirds below and above, and to the Sub-dominant and 
Dominant. There still remain two triads common to the same mode, but more 
distantly related. 

They are situated upon the second and seventh degrees of the major scale, 
but only one, that on the second degree, can be used as the Tonic-triad of a new 
key, the other being a dissonarU triad. 

The modulation from a Tonic to its second, for example, from C major to 
D minor, requires a few remarks. 

The new Sub-dortiinant (G) is a tone common to the mode of C major, and 
at first thought, it would appear that the new Sub-dominari1>^na(;? could suc- 
ceed the commencing chord, as at N. B., Ex. 281. 
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C— D. 



381. 




The first two chords, m the above example, are rightly connected, but the 
second and third^ (Gr major and D minor) are not. The accord at IST. B. is 
a major triad, whereas the Sub-domiuant-triad in the cadence to a minor mode 
must be minor. Supposing, however, that this triad be made minor by flat- 
ting its third (B), as follows: — 



383. 




the fault would only be removed to another place, not avoided, for now the 
first and second chords are not properly connected. Our rule sets forth that 
each chord (in classical modulations) must he common to the same mode as its 
immediate preceding accord. In the above example, the G: minor triad can 
not immediately follow the C major, because it is not common to the mode of 
C major. The difficulty can be overcome in the following manner :- 



C5 



3S3. 




At N. B. of Ex. 283, the G major triad is converted into G minor by means 
of a chromatic alteration of the third. The chord-succession is now correct, 
(see following rule). 

CROSS RELATION. 

Wherever it may be deemed advantageous, as it certainly was in the fore- 
going case, a major accord may he converted into a minor, or a minor into 
a major, hy chromatically altering its third, hut this alteration must take place 
in the same voice, otherwise a Cross Relation arises, as in the following ex- 
amples: — 

1 , d 
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At a, Ex. 284^ the G major accord is converted into G minor, but the tone 
to be altered (B), mstead of remaining in the Soprano, passes to the Tenor. 
At 6, c and are similar examples, the altered tone appearing each time in a 
different voice. The effect of these chord-successions is strangely disjointed ; 
the cause of this effect is simply that the rule for voice-leading is transgressed. 
Here, in each example, are two different accords; at «, they aVe Gr major and 
G minor. Our rule says that those tones common to both accords, if there be 
ahy, shall he retained in the same voices. The D and G, of the first accord 
at a, should be retained in the second accord as Tenor and Alto, instead of 
springing to B|2 and D ; then the Soprano (B) of the first accord need only 
progress to BI2 (see a, Ex. 285). To the rule above given, we may now add 
that all or any tones to be chromatically altered, in connected accords, must 
receive that alteration in the same voice. 

According to these rules, the chord-successions shown in Ex. 284, are cor- 
rectly written as follows: — 



385. 




SECOND TO THE TONIC. 

Here follows the reverse of Ex. 283; i. e., a modulation from the triad on 
the second degree of the major scale back to the Tonic; for example, from D 
minor to 0 major. The new Sub-dominant-triad (F major) is closely related 
to the commencing key; that, and the cadence, can therefore immediately fol- 
low, e. g. 



D— 0. 

-fi (5? 
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G 


C. 



Note. — The letters underneath (the fundamentals of each accord) are placed iiere 
for the sake of comparison with those of Examples 287 and 288. 

Instead of the triad of the new Sub-dominant (E, A, C), a Third-Sixth 

accord (E, A, I)) can appear upon the Sub-dominant which is the triad of D 
minor in its Third-Sixth position, (see B. Ex. 281). 



112 



MANUAL OF MUSICAL THEOBT. 



-c. 
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D 


0 a 


G. 



No change of harmony is apparent here^ in the first two measures^ only a 
change of position of the same harmony (see fundamentals). The Third-Sixth 
accord is then followed by the new Tonic-triad in its Fourth-Sixth position, the 
same as in previous cadences. 

FREE ENTRANCE OF THE FOURTH-SIXTH ACCORD. 

If the 0 major Eourth-Sixth accord can succeed the D minor triad in its 
Third-Sixth position, it can also succeed that triad in its Fundamental position, 
thus omitting the Third-Sixth accord, used in Ex. 28^, thus: — 



D— 0. 



2SS. 




G 0 

Heretofore, all the voices of the Fourth-Sixth accord have entered and pro- 
gressed degree-wise; here, the Bass enters sijring-wise; hence, the entrance is 
said to be free; i. e., abrupt, without connection. It is to be remarked that 
the succession is much better if theBass (D) ascend to Q, ratherthandescend to the 
G in parenthesis, on account of securing contrary motion, and the avoidance of a 
covered octave. It is rarely advisable that all the voices move in similar mo- 
tion. 

The placing of the voices of the minor triad, used in the last example, is 
also to be considered, for, while some are usable, others must be rejected. We 
present in the following example (JSTo. 289) the varied arrangement of the 
voices, close and open, in such a chord-succession as that in Ex. 288. Those 
at a, h and d are usable, and those at c, e and / must be rejected on account 
of the consecutive fifths. 
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Examples 283 and 288 may now be united in a modulation from a Tonic to 
its second and back. See that the rhythm, in all these united modulations, is 
suitable one to the other. Thus, in Ex. 283, the rhythmic motion, in the first 
measure, is expressed in half-notes, while in the corresponding measure in Ex. 
288, there is a whole-note. The rhythm in these two measures may be made 
alike by dividing the whole-note into half-notes, and, as the chord in the first 
measure of Ex. 283 changes the position of its voices, progressing them all 
downward, so, also, the resemblance will be stronger in Ex. 288, if the chord in 
its first measure, after being divided into half-notes, make a similar progression 
downward, (see B. 1 and 2, Ex. 290). 

0— D. D— 0. 



300. 
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This completes the directions upon modulation from a given Tonic-triad to 
the Tonic-triads of other keys common to the same mode. It is only neces- 
sary to repeat that the surest means of firmly fastening these modulations in 
both mind and fingers, is to write and play them in all keys in both close and 
open position of the harmonies. In addition to this, it will be found excellent 
practice for the pupil to name the chords and their positions, necessary to ef- 
fect any chosen modulation. The pupil is thus doubly or triply grounded in 
the process. 



CHAPTER XVII. 

MODULATIONS TO MORE DISTANT KEYS. 

We shall consider, in this chapter, modulations between two keys, whose 
Tonic-triads are not common to the same mode; for example, from C major to 
B|2 major and vice versa; 0 major to Eb major and vice versa, etc. Accord- 
ing to principles explained on pages 90, 91 and 94, a chord-progression is de- 
pressed one relative degree when the fundamental falls a m.ajorffth, or it is 
elevated one relative degree when the fundamental rises a major fifth. In 
this present species of modulation, it is first of all to be decided whether the 
new key is to be reached by depression or elevation, one, two or three relative 
degrees, (for a greater number than three, a special process will be duly ex- 
plained). If the new key has more flats or less sharps in its signature than 
the commencing key, then the process is depression. If the new key has 
less flats or more sharps, then it is elevation. The process of modulation here, 
issimply as follows: The fundamental falls or rises a major fifth each time 



lU 



MANUAL OF MUSICAL THUOBT. 



until the new Tonic-triad or new Siib-dominant-triad is gained. The new 
hey is then to be established according to the method with which we are al- 
ready familiar, viz: by a complete cadence, 

FROM C MAJOR TO MAJOR KEYS WITH FLATS AND RETURN. 

To illustrate this, wo will commence with a modulation from C major to Bjz 
major. The new key (Biz) having more flats than the commencing key (C), 
the process is depression, henoe, the fundamental falls a major fifth to F, and 
as the triad of C was major, so also the triad of F will be major, (see Ex. 
291). 



SOI. 




The modulation is now depressed one relative degree, and neither the new 
Tonic nor new Sub-dominant-triad have as yet appeared, so the fundamental 
(F) falls again a major fifth, to B|7, and here appears the new Tonic-triad (see 
N. B. 1, Ex. 292). At ]Sf. B. 2 the new Sub-dominant-triad follows and the 
remainder of the cadence establishing the key of B|2 major, e. g. 
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N.B. 1. KB. 2. 
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The returning modulation (Bb — C) may be effected in the following manner. 
The new key having less flats than the commencing key, the process is through 
elevation. The fundamental (Bj?) therefore rises a major fifth to F (one rel- 
ative degree above Bjz) which is already the new Sub-dominant. Upon it a 
major accord appears, followed immediately by the Fourth-Sixth position of 
the new Tonic-triad and the remainder of the cadence to C major, e. g, 

Bb— 0. 



293. "j 
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The principles applied in the last two examples (292, 298) are now to be 
employed in a modulation from C major to Eb major and back, one relative degree 
farther removed. The process is precisely the same as in Ex. 292, only the 
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fundamental falls three relative degrees before the new Tonic is gained (see 
N. B. 1, Ex. 294). The cadence then follows (new Sub-dominant at N. B. 2). 
I'he upper voices should be filled out by the pupil: — 

0— Eb. h bs h 3 h 

-^1—, V-!^ , ^„ 



9^- 



N.B. 1. N.B. 2. 

The return modulation (E}? — C) is effected by elevation^ three relative de- 
grees, similar to Ex. 293. The fundamental rises each time a major fifth 
until the new Sub-dominant (F) is reached (N. B, Ex. 295). The remainder 
of the cadence immediately follows, e. g. 
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DEPRESSION FOUR RELATIVE DEGREES, 

The modulation from C major to A|2 major, which is one relative degree 
still farther removed, could also be effected in the same manner as the forego- 
ing, viz: the fundamental would fall to F, then B|2, E|2 and Ajz, the last of 
which, being the new Tonic, would be followed by the cadence. There is a 
shorter and more interesting way, in which the modulation can be depressed 
four relative degrees at once. This occurs when a major triad is succeeded 
by its minor Sab-dominant-triad. As the keys of 0 major and Al? major are 
four relative degrees apart, we can make use of this method of modulation 
here. The C major accord will therefore be followed by its minor Sub-domiu- 
aat-triad, thus; — 

I; 



soe. 




The key of F minor (the parallel key of Aj? major), whose signature has 
four flats, therefore four relative degrees below G major, is thus reached in one 
step. Having reached a triad common to the new mode, the new Tonic-triad 
or the new Sub-dominant-triad may next follow. The new Sub-dominant (D|;) 
is situated a major third below F, and a triad upon this tone, followed by the 
remainder of the complete cadence, will establish the new key (Ab major), e, g. 



397. 
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The modulation from Aj? major back to C major will be an elevation of fonr 
relative degrees. "Related in the third to Ab, is the triad of F minor, which 
can be used as the Sub-dominant-triad of C major, the new key, e. g. 

Ab—C. \?5 



SOS. 
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4 3 
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is: 



From C major to Dj? major is a depression of five relative degrees. We 
can first depress the modulation one degree, and then four, or vice versa, or 
by single degrees, as we choose. If the modulation is first depressed four de- 
grees, it is effected the same as in Ex, 29 1, by taking the minor Sub-dominant- 
triad of a major accord (see first measure, Ex. 299). The new Tonic-triad 
(Db) can then follow, being related in the third to F minor. The new Tonic 
being gained, nothing remains but to estabUsh it by means of the usual ca- 
dence, e. g. 

c-Db. ^ b^ 



b^ 

; 3 
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The return modulation (Db — C), an elevation of five relative degrees, ac- 
complished by single degrees is long and monotonous. Corresponding to the 
depression of four relative degrees at one progression, we have a means of ele- 
vation the same number of degrees, viz : when a minor triad is succeeded by 
its major Dominant-triad. The first point is to secure the minor accord, 
Kelated in the third, below every major triad, there is a minor triad. In the 
present modulation (Db — C, Ex. 300) the Db triad is major, therefore, we take 
the minor triad upon its relative third below (Bb N.B, 1) and follow this with 

its major Dominant-triad (P, A, C, N.B. 2), This accomplishes an elevation 
of four relative degrees, because the key of F major has four flats less than 
that of Bb minor. The triad of F major is the new Sub-dominant-triad. The 
remainder of the cadence follows, e. g. 

m—G. 
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The modulations from C major to Gb major and back, and from C major to 
Cb major and back, will offer no especial difficulty. From C major to Gb ma- 
jor is a depression of six relative degrees. This makes one depression of four 
degrees and two of one degree each. The division or order is optional; first 
the four and then the single degrees, or first one, then four, then one, or last- 
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Ij, the single degrees and then the four. There are two points to be remem- 
bered concerning elevation or depression four relative degrees in one step, mz: — . 

1 . Depression four relative degrees results when a major triad is followed 
by its minor Sub-dominant-triad. 

2. Elevation four relative degrees results when a minor triad is followed 
by its major Dominant-triad, 

FROM C MAJOR TO MAJOR KEYS WITH SHARPS AND RETURN. 

Modulations from the Normal mode to all keys with sharps, should now be 
attempted. They are effected in the same manner as the foregoing, except 
that the progression /rom C major is elevation, and that toward 0 (the return 
modulation) is depression. 

An example or two will clear away any apparent difficulty; for instance, 
from C major to E major. The process is by elevation, four relative degrees 
at once. Related to the C major triad is that of A minor, which can be used 
as the minor Sub-dominant- triad to E major. The rest of the cadence follows 
and the modulation is completed, e. g. 

$ $ 

^i^: i L » 

301. ^7 



-<2- 



The return modulation (E — C) may be accomplished thus: depress four 
relative degrees by following the E major triad with its minor Sub-dominant- 
triad (X^^^TeI)- The new Sub-dominant-triad (F, A, C,) can then follow 
witk the cadence to C major. 

E-C. . j, 
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From 0 major to Fj| major is an elevation of six relative degrees. We 
pass over four by gaining a minor triad and succeeding it with its major Domi- 
nant-triad (see first three chords in Ex. 303). The fundamental (E) then 
rises one relative degree to B, which is the Sub-dominant of the new key. In 
the cadence of Ftt, the elevation of the last degree of the six takes place, e. g, 

$ ^ $ $ 
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The return (F^— C) is by depression. The Fjj: major is followed by its 

minor Sub-dominant-triad (B/D/F^), thus accomplishing /oi^r of the six de- 
grees depression. The fundamental (B) then falls a fifth to E, upon which a 
minor triad must appear. 
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'Rvi'LE..— Whenever the fundamental of a minor triad falls a major ffthj 
bo'h accords must be minor, {in minor the sub-dominant triad nmst he minor). 

Related in the third to E minor, is the new Tonic-triad, C major. The ca- 
dence then follows, e. g. 

Fj-0. $ $ 5 
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The earnest pupil will work out and play the modulations from C major to 
each one of the other major keys with sharps and back to C major. All the 
principal connecting triads between these keys are thereby learned. 

MODULATIONS FROM KEYS WITH FLATS TO THOSE WITH SHARPS 

AND VICE VERSA. 

From keys with flats to those with sharps, the modulation is by elevation; 

from sharps to flats, depression. To learn the number of degrees between 

the two keys, it is only necessary to add the number of flats and sharps in 

both signatures together. 

Bemaek. — No signature will be used in the following examples, the triads being 
sufflcient to represent the mode. The use pf the signature here would be of no prac- 
tical value ; on the contrarj^, it would necessitate a great number of accidentals. 

In the first modulation (F — Gr, one flat to one sharp), an elevation of two 
relative degrees, the f undamental (F) rises a major fifth to 0, which is al- 
ready the new Sub-dominant. The rest of the cadence completes the mod- 
ulation, e. g. 
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From Gr major to F major is a depression of two relative degrees. The 
fundamental falls a major fifth twice, thereby reaching the new Tonic (F) which 
is then established by the cadence. 

G— F. 
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From Bjz major to D major is an elevation of four relative degrees. Relar 
ted in the third to B|2 is the triad of G minor which can be used as the minor 
Sub-dominant-triad to the new key. 

Bb— D. & 5 
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The return from D major to Bb major is a depression Oi. four r/^lative de- 
grees. The four degrees may be passed over in one step by takipg th^^ minor 
Sub-dominant-triad of D major (G minor). The new Sub-dominant-triad then 
lies a major third lower (Eb). Cadence. 



94 
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From Ejz major to A major is an elevation of six relative degrees. An ele^ 
vation of four degrees may be effected by following a minor triad with its ma- 
jor Dominant-triad. Related in the third to Eb major, is the triad of 0 minor; 
this may be followed by its major Dominant-triad (Gr, B, D), thus accom- 
plishing the four degrees. The fundamental (G) of this triad then rises a 
fifth to D, which is the new Sub-dominant. Cadence. 



^b-^- b5 b ^ 
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The contrary modulation (A — Eb) is a depression of six degrees. Four of 
these may be passed over by following the A major triad with its minor Sub- 
dominant-triad (dT^^j ^ The fundamental (D) then falls a fifth to G upon 
which a minor triad must appear, (see rule, page 118). Related in the third 
to this triad (G minor), is that of the new Tonic (Eb). Cadence. 



A— Eb. 
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The remaining modulations, mz : — 

Ab — E and back, 
Db — B and back, 
Gb — F|f and back, 
Cb— C^ and back, 

can now be worked out by the pupil, with the aid of the foregoing examples. 
A few words, however, respecting that from Gb major to F| major and back, 
may be opportune. 

Thus far, we have confined ourselves exclusively to modulations with the em- 
ployment of the most natural chord-connections, according to the strictest 
classical rules. The Gb major and F;^ major, therefore, cannot be considered 
as one and the same key, here; the enharmonic change is not allowed. These 
two keys stand twelve relative degrees apart, and the modulation must pass over 
this long distance, in the same manner as all those preceding, as follows. 
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\^t. Elevate four relative degrees by following the Eb minor triad (related 
in the_ third to the commencing key, Gb major) with its major Dominant triad' 
(Bb, D, F). %id. Elevate four degrees more by following the relative minor 
triad of Bb major (G minor) with its major Dominant-triad (D major). M. Re- 
lated in the third to D major is the B minor triad which is the minor Sub- 
dominant-triad to the new key. Cadence. 

0 



Gb-Fg. b5 b5 
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The return modulation (FJf—Gb) may be effected in the following manner. 
IsL The Ejj: major triad may be followed by its minor Sub-dominant-triad 
(B, D, Fj|), thus gainuig four of the twelve degrees depression. 2nd. In or- 
der to accomplish the next four degrees, we must first secure a major accord, 
and follow it with its minor Sub-dominant-triad. Related to B minor in the 
third, is the G major triad; its minor Sub-dominant-triad (C minor) now fol- 
lows, thus accompKshing the second four degrees. 3d. We may now proceed 
by single relative degrees, the fundamental of the C minor triad being caused 
to fall a fifth to F, upon which a minor triad must appear (see rule page 118) 
and then again to Bb minor. Related in the third to Bb minor is the new 
Tonic (Gb major). Cadence, e. g 

$ $ bs 
Fjj— Gfe. ji fa u b b b b 

312. pfg^ 
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Modulations from minor to major modes, major to minor, and minor to min- 
or, have been omitted until now. They will present no especial difficulty if the 
following points are well-remembered. 

1. Every minor triad has a major triad upon its relative-third below. 

2. The Sub-dominant-triad of a minor mode must ahuays be minor. 

3. A major triad can always be converted into a minor by depressing its 
third a small half step. 

We present here a few examples: — 

P minor to G major, an elevation of five relative degrees. Four degrees are 
accomplished by following the F minor with its Dominant-triad (0 major). 
This is at once the Sub-dominant-triad of the new key, e. g. 



F-G. b 
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The return (G — f) is a depression of five degrees. The f undamental (Gy 
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falls one degree to C, and then four to E minor, which is the new Tonic. Ca- 
dence, e, g. 



G—F. 

314. ^Ig: 
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is: 



From Bb minor to D major is an elevation of seven degrees. The Domi- 
nant-triad to Bb minor (F, A, C), elevates the modulation four degrees. The 
fundamental of this triad (F) then rises a fifth to C, then again to Gr, which 
is the new Sub-dominant, e.g. 

Bb-D. b ^ i} if 



315. 



Returning from D major to Bb minor is a depression of seven degrees. The 
major accord may be followed by its minor Sub-dominant-triad (Gr, Bb, D), 
accomplishing four degrees. Related in the third to G minor, is the triad of 
Eb major. This may be converted into the new Sub-dominant-triad by flat- 
ting its third (G), for, according to the invariable rule, a minor mode demands 
a miJior Sub-dominant-triad. Cadence, e. g. 
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The foregoing examples sufficiently illustrate modulations from minor to 
major modes, and major to minor. The following examples are modulations 
from minor to minor. 

From Ab minor to C|j: minor, is an elevation of eleven relative degrees. We 
pass over four degrees by following Ab minor with its major Dominant- 
triad (Eb, G Bb). In order to accomplish the next four degrees in one pro- 
gression, we must first secure a minor accord. Related in the third to Eb 
major is the triad of C minor, which we follow with its major Dominant 

(G, B, D). The remaining three degrees will be passed over singly, therefore, 
the fundamental (G) rises a degree to D, then to A. Related in the third 
to A major, is the new Sub-dominant (Fj| minor). Cadence, e. g. 

Ah_cj. I75 |75 L ,1. ^ 6 $ $ 
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The return modulation (c|^ — Ab) is a depression of eleven degrees. 1. To 
pass over four degrees we must first gain a major accord. Related in the 
third to Cj| minor is the triad of A major, which we follow with its minor Sub- 
dominant-triad (D, F, A). 2. Related to this in the third, is the Bb major 
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triad; its minor Sub- dominant-triad (Eb, Gb, Bl?) following, depresses the 
modulation four degrees more. 3. One degree below this, the new Tonic ap- 
pears. Cadence, e. g, c 

^ u . , I^P ^? I^P b l^P 1^,^ 

_b b b_b4 Li 
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CHAPTER XVIII. 



SUCCESSION OF TRIADS NOT COMMON TO THE SAME MODE. 

Thus far, we have carefully observed the rule for classical chord-succession; 
i. e., each successive accord is found common to the mode of the accord im- 
mediately preceding. Romantic music, however, makes use also of accords 
immediately succeeding each other which do 7iot occur in the same mode. If 
such striking chord-successions are to be employed, the following rules must be 
observed: — ■ 

I. Avoid unnatural voice-leading. 

II. Avoid unharmonic crosfi-relations. 

III. Retain similar tones, if there be any, in the same voices. 

lY. Wherever possible, avoid even covered fifths and octaves. 

If the leading of each individual voice is smooth and natural, the chord- 
succession (in modern music) is correct. If, however, the voice-leading is 
obliged to make use of unnatural progressions, in order to accomplish an at- 
tempted chord-succession, it must be rejected. By unnatural progressions, we 
mean here the progression of any voice an augmented or diminished interval, 
as for example: — 
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etc. 



By natural progressions is therefore to be understood, major and minor in- 
tervals, so that if each voice can progress to its place in the new accord with 
the use of major or minor intervals, and not transgress the above rules, then 
the chord-succession may be pronounced correct. In Ex. 320, at a, the chord- 
succession is incorrect on account of the unnatural voice-leading in the Soprano 
(E — Db, an augmented second, see Rule I). In Ex. 320, b, the voice-leading 
is all by means of natural progressions, but Rules II and III are disregarded, 
and a cross-relation appears between the Tenor and Soprano 
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We present below examples of the manner in which various Tonic- triads 
may succeed the Tonic-triad of C major. 
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C— Db. G— D. C— Et^. G— Eb. G— E. C— Fif. C— g. 
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'"At a in the above example, the chromatic alteration is effected in the same 
voice (Tenor), thereby avoiding the cross-relation presented in Ex. 320. At 
6, the Soprano progresses a minor second upward (E — F) instead of an aug- 
mented second downward (E — Db), as in Ex. 820. At the Bass makes an 
unnatural progression (C to A a diminished third below). This chord-succes- 
sion is sometimes used, in spite of the fault alluded to. The chord-succession 
at /i, sounds disagreeably, by itself, because the Dominant-triad of a major 
mode should be major. In connection with other harmonies, as at ^, the same 
succession is perfectly acceptable, because the G is no longer reckoned as the 
Dominant to 0, but as the second degree in the mode of F, in which G minor 
is to be found. At^, we preisent a similar example to that at /i, and it will lie 
remarked that the major triad upon Bb, after F minor, sounds harshly because 
a minor mode demands a minor Sub-dominant-triad. The same succession at 
k, however, is quite correct, because the F minor is now reckoned as a triad 
on the second degree in the mode of El? major, and not a To?izc-triad, as aty. 
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The BI? triad is now the Dominant-accord to El? major, therefore, necessarily 
major. At m, a cross-relation occurs between C of the Bass and Cjj: of the 
Soprano; This is one of the few instances in which frequent use has rendered 
such a fault tolerable. This succession often occurs. At jo, the ^ augmented 
second ( C — D|f ) in the Alto, though often used, may be avoided by doubling 
the third of the first chord, as at g. The covered fifths in the last two ex- 
amples have also been heard so often that they no longer excite comment. 

The foregoing are only a small part of the possible number of such chord- 
successions, for the progressions may be from — 

Major to Major; Major to Minor; Minor to Major; Minor to Minor. 

Following the observations already made, no great difficulty will be experi 
enced in accomplishing all, and in selecting from the number those which are 
suitable for practical use, and in rejecting those which are not. In all such as 
are suitable for practical purposes, i. e., not too abrupt, an inner connection 
will be found between the harmonies, though outwardly they may appear 
quite foreign. For instance, in the example at 6, No. 321, the two triads, C 
and Dj? major, appear outwardly to have nothing in common with each other, 
yet this inner connection referred to, will be apparent at once, if F minor be 
regarded as the mode, for in this mode both of the above-mentioned triads are 
found, e. g. 




&J2 



Both triads at c, Ex. 321, are common to the mode of G major. Again, at 
d, the inner connection is not so intimate, yet enough so for practical use. The 
triads of C major and C minor are certainly closely related, and the triad of 
El? major is common to the mode of C minor, e. g. 

I 
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The most abrupt of all the progressions given is seen at g, Ex. 321. The 
inner connection, though distant, is to be traced in the following example : — 



I. I J I 
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On the contrary, such a succession as that in Ex. 325, is too abrupt for 
practical use, as the connection is too far removed; the covered fifths are also 
bad here. This, and similar progressions, although the voices may be led ac- 
cording to the foregoing rules and observations, are therefore to be rejected. 
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CHAPTER XIX. 

DISSONANT TRIADS. THE DIMINISHED TRIAD. 

The diminished triad (so-called because next smaller than a minor triad), a 
dissonant accord, is composed of 2^ fundamental , its minor third and minor 
fifth. Its dissonance, which is the minor fifth or its inversion, the major fourth, 
is so mild that the entrance of this triad requires no preparation. {A tone is 
prepared when it has appeared in the same voice as a component part of the 
preceding chord. A chord is prepared vs^hen one or more of its tones have 
thus appeared. By free entrance is meant the reverse of this; (i. e., no pre- 
vious appearance of any tone or tones is required). 

As A DISSONANCE IS THE MELODIC RETARDATION OF A CONSONANCE, SO, ODG OF 

both of the tones {fundamental and fifth) forming the dissonance in the dim- 
inished triad must progress degree-wise into . a consonance. This resolution 
may take place downward or upward ; either is correct so long as a conso- 
nance is the result. The other voice (the third) being consonant with the re- 
maining voices of the triad, like every consonant voice in general, its progres- 
sion is free, spring, or degree-wise at will. In this wise, the diminished triad 
(B, D, F), situated upon the leading-tone in the mode of C major^may resolve 
regularly to the triads 0 major, F major, Gr major, A minor, E minor and B 
minor, e. g. 



Resolutions or the diminished teiad in the mode op 0 Major. 
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It will be self-understood that the diminished triad may enter not only free 
but also prepared; its dissonance in the latter case is of course still milder. 
Of its various positions (see Ex. 321) the Third-Sixth is always the most a- 
greeable: — 



5 
3 
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THE AUGMENTED TRIAD. 

Reference has already been made to this triad (see pages 81 and 45). It 
consists of a fundamental, its major third and augmented fifth, and, like 
other triads, it can appear in its Fundamental (a, Ex. 328), Third-Sixth (b) 
or Fourth-Sixth position (c). 

a. h. 



m 



c. 
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As a general rule, augmented intervals are resolved one degree upward ; the 
ffth of this triad, with few exceptions, is always so resolved, and, requiring 
such a definite progression, it can never be doubled. The entrance of the aug- 
mented triad, on account of the sharpness of its dissonance, is best effected when 
the fifth of a major triad, or the third and fifth of a minor triad become ele- 
vated a half-step, as in Ex. 330. 

For the sake of clearness, we first present a simple succession of major and 
minor triads, e. g. 
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If, now, the fifth of each major accord, and the third and fifth of the m%^ 
tior accord, be raised a chromatic half-step, the result will be an augmented 
triad in each instance, e. g. 
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In the first measure of Ex. 330, the fifth of the major triad (0, E, Gr,) is 
elevated to G;|, thereby creating the necessary relation for an augmented triad 
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(C,E,G#). The.Gjf then resolves upward to A. In the third measure, 
the third and fifth (F and A) of the minor triad are elevated a chromatic 

half-step to Fjj: and Ajf, and the augmented triad (D, F|^|f), results, etc. It 
would lead us too far to give all the possible manipulations of this triad, there- 
fore it is deemed sufficient to present only its simplest and most practical form. 



CHAPTER XX. 

CHORD OF THE AUGMENTED SIXTH. 

We have already remarked that the diminished triad sounds agreeably only 
in its Third-Sixth position. If this triad, in this position, appears in a major 
mode, its Bass will be the second degree of the scale. This second, as Bass 
of this accord, has the characteristic that it can be lowered a chromatic half- 
step without thereby displacing the accord from the mode. The chord which 
results from this procedure, presents as intervals, a major third and an aug- 
mented sixth, hence its name. 

At a, Ex. 331, the diminished triad is shown as it occurs in the mode of C 
major in its Third-Sixth position. If the Chord of the Augmented Sixth is 
to be introduced, the Bass cannot be doubled, as at a, but the third must 
always be doubled, as at 6, c or d. At h the diminished triad first appears, 
with its third doubled, and afterward the Bass (D) is lowered a chromatic half- 
step to Db, when the requisite intervals (Db, F, B) arise, necessary to form the 
above-mentioned Chord of the Augmented Sixth. The natural resolution is 
as seen at 6, c or d, viz: the leading tone (B) progresses as usual to the Tonic; 
the doubled tone (F) in the Tenor and Alto necessarily resolves, in contrary. 
motion, to B and Gr, in order to avoid parallel octaves or primes, and the Bass 
resolves degree-wise to the nearest tone in the chord of resolution, viz: to 0. 
The entrance of the accord is here (6) prepared by the preceding Dtj in the 
Bass ; the chord can also enter free, as at c or d, and the voices can of course 
be placed in several different ways, but the third must always be doubled in 
harmonies of four or more voices. 



331. 




pi- — 










4- 
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In the following example (a), the Augmented-Sixth accord enters free, and 
does not appear to resolve itself regularly, as in the previous examples, inas- 
much as the Fourth-Sixth position of the triad of C major follows immediately, 
instead of the triad of G major. The Fourth-Sixth accord liere, as in gen- 
eral, is but a retardation, so to speak, of another triad in its Fundamental 
position upon the same Bass, as in complete cadences. The resolution of the 
Augmented-Sixth accord is simply retarded, but appears correctly in the G- 
major triad following, the Fourth-Sixth accord having been interpolated for 
wiety's sake (see also b, without this interpolated accord). 



333. 




is: 



6 5 
4 '3 
g2 



J2L 



is: 



The Augmented Sixth accord can also appear with the major fourth added, 
and is then called 

OHOED OF THE THIRD, FOUBTH AND AUGMENTED SIXTH. 

This accord may also enter free or not, at will, e. g. 



333. 




:s£: 



is: 



-f9- 



6 
4 
3 



6 

4 — 

3 — 



I 



Instead of the fourth, the major fifth may be added to the Augmented- 
Sixth accord, the combination being then named 

CHORD OF THE FIFTH AND AUGMENTED SIXTH. 

Its entrance is free or not, at option, but the resolution exhibits parallel 
fifths^ {see a, g and e, Ex. 334), unless the fifth of the accord is resolved pre- 
vious to the other voices, as at b and <i, or, unless it and the third are suspended 
until after the other voices are resolved, (see /). 

h. , c. d. , e. /. . — ^ I j 



a34r. 




.^-ii!^^. 




'22L 



:s: 



3:t|2S^; 



I ' 



3 



bs 4 

3 — 



3 



^5 4 
3 — 



_ r- 



kl z 

3 — 



3 — 



fee 

4 



5 
3 



*2SrOTB.~These parallel fifths are tolerated by many writers, now-a-days. 
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ORGAN POINT. STATIONARY VOICES. 

By the term Organ or Pedal Point (referring to the Pedal Bass of an Or- 
gan^ is to be understood, a Bass which is sustained for a longer or shorter time, 
while above it, a succession of chords appear which have a connection among 
themselves, but no connection, necessarily, with this stationary Bass, excepting 
the first and last chord. An organ-point is oftenest made use of toward the 
end of a composition, in order to lengthen the cadence. There is no prohi- 
bition of its use, however, at any place where it may be deemed desirable. 

In the formation of an organ-point there are two essential particulars to be 
borne in mind, viz: 

I. The fimt and last chords must belong harmonically to the Bass. 
II. The progressing chordSjfrom beginning to end j must have a connec^ 
tion between themselves. 

In the following example (335), the C major triad may be regarded as in- 
dicating a cadence in the key of 0 major. The Bass of that accord is sustained 
while the upper voices progress regardless of it, first to the chord of A minor, 
then P major and so on ad libitum, using such chords as could be properly 
connected, not with the Bass, necessarily, but among themselves. It is advisa- 
ble, however, to intermingle, here and there, chords which belong harmonically 
to the Bass, lest the trace of the principal mode be obscured and the effect of 
the organ-point thereby marred. In the third, fourth and fifth measures, sharp 
dissonances occur, but as all the chords are duly connected among themselves^ 
the dissonances are perfectly allowable; the first chord properly introduces the 
organ-point, and the last gives the resolution. The letters indicate the funda- 
mentals of the various chords, e. g. 

Oegan-point upon the Tonic. 



835. 




fed 



-t5h 



-(9- 



0 



F 



G 



E 



C 



B' 



0 































^ 





















The Dominant may also be used in an organ-point formation, as in Ex. 33(). 
Purther, in addition to all the possible chord-successions of that mode, mod- 
ulations to relative modes made be indicated, as for instance in the second and 
third measures, to D minor. The chords may also spring to any other position 
of the same harmony, as in the third measure, e. g. 
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Oegan-point upon the Dominant. 



330. 




Further, the Tonic and Dominant may be unitedly sustained, while the up- 
per voices move independently of them, but, as before, according to the rules 
presented. The dissonances over two tones will naturally be sharper than over 
one, e. g. 

Oegan-point upon the Tonio and Dominant. 

-i 4 :^ 



5 



3^ 



c 



D 



E 



P 



0 



Harshest of all is an organ-point with three sustained tones. This very 
rarely occurs, but is not impossible. We find a very similar example to the 
following in Beethoven's Ninth Symphony. 



33S. 







I — ^^p^ 1 

— ^ — _ — 














b — 


==:^^ a 

— ©J 1 






— " 

— 1 \ 



Finally, sustained-tones may appear in any of the upper voices. The same 
rules are to be observed as already given, e. g. 

Sustained tone in the Soprano. 



339. 













^ 1 




9^.—^ 










m 










cx^-^ 




-C — 
















-?2 — 







Sustained tone in the Alto. 
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Sustained tone in the Tenoe. 



34.1. 




^4 



1 



.<i2L 



■(5?- 



.|C — fi- 



-(5?- 



M ^ 



CHAPTER XXIL 

CONCERNING THE HARMONIC ACCOMPANIMENT OF A GIVEN MELODY. 

A melody or cantus firmus having been composed or selected, the follow- 
ing observations and examples will practically indicate the manner of adding 
correct and acceptable harmonies thereto. 

I. Every tone of a given cantus firmus can he regarded as the octave^ the 
third, or the fifth of a triad. 

II. The chosen triad may appear in' its Fundamental or Third-Sixth po- 
sition. 

' Remaek.— The Fourth-Sixth position, which is, as we have several times remarked, 
the weakest, least independent of the three, is either to be avoided or used as it has 
been hitherto, or as will be presently explained. 

Every tone of a cantus firmus can belong to three different triads in the 
same mode, e. g. 

8 3 5 




221 



is: 



~3L 



-0- 



-0- 



0 A F 

In the first measure (Ex. 342) the C of the cantus firmus (c.f.) appears 
as octavie of the 0 major triad; in the second measure, this same letter shows 
itself as third in the triad of A minor, and in the third measure, as fifth in the 
triad of F major. (The figures refer to the interval occupied by the o./.,and 
the letters underneath to the fundamentals). 

Every tone of a cantus firmus can also belong to three different triads in 
the similar-named mode (in the present case, C minor,) e. g. 

8 3 ."S 



34.3. 




is: 



32: 



Ai2 
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From these two examples, we see that a single tone may belong to three dif« 
ferent triads in its own mode, and, when we digress from any certain major or 
minor mode to its similar-named minor or major mode, this same tone may be- 
long to three additional triads, a total of six. To enumerate in concise form, 
a single tone may appear as follows: — 

I. As octave of a major or minor triad. 
II. As major or minor third of a major or minor triad respectively. 
III. As fifth of a major or minor triad. 

Having shown what can be done with one tone, the next step will be to in- 
dicate how two different successive tones in a c.f, can be harmonically treated. 
To illustrate this, we will make use of the tones 0 and D (major second), and 
our endeavor in the following examples will be to learn what triads and what 
positions of those triads can appear upon such a cantus firmiis; whether or 
not the two chords can succeed each other in their Fundamental positions, 
(t i), or the first one in its Fundamental (1) and the second in its Third-Sixth 
position (i), or vice versa (f i), or both in their Third-Sixth positions (§ f). 
The following table presents a more condensed view of these various succes- 
sions: — 



1. 



3. 



4. 



5 5 
3 3 



5 6 
3 3 



6 5 
3 3 



6 6 
3 3 



I. If we apply such harmonies as will cause the 0 and D to appear as oc- 
taves of the f undamental of a triad, the triads will be C major and D minor, 
these two being common to the same mode, and according to the first formula 
(t t),they will appear in their Fundamental positions, thus: — 




22: 



0 



D 



In this formula, the Bass must also be 0 and D, therefore open octaves re- 
sult, and this harmonic accompaniment must be rejected. 

The second formula (i will be found acceptable, the Bass acquiring thereby 
the tones, C and F, e. g. 



34:5. 



m 



5 



6 

-5- 



0 



D 
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It will be proper to suggest that wherever possible, it is better if at least 
one voice progress in contrary motion to the others, (see the above example). 
This often prevents, or better conceals, objectionable voice-leadings. 

The third formula (§1) is also correct here, e, g. 

A 



34.6. 



0 



D 



The fourth formula {% f) requires two Third-Sixth accords to follow each 
other. In cases where three out of four voices move in parallel motion, it will 
be found much easier if those three voices are written down first and the fourth 
voice added afterward, thus:; 

4- 



34.7. 




-7^ 



is: 



G 



D 



The fourth voice may now be added, remembering that wherever it is placed 
U must progress in contrary motion to the remaining voices, e. g. 



34rS. 



1 ! 1 




^ ^ 




■ S 7^ 


6 6 


6, 6 




- ^ ^— — 


^ 1: _L 




G D 


0 D 



This completes the simple triad-successions in which C and D are taken as 
octaves of the fundamental. 

II. We will now apply such a harmonic accompaniment to these same letters 
as c.f. as will cause the C to appear as octave and D as third; the triads will 
therefore be C major and B diminished. Succeeding each other in their Funda- 
mental position (i 1), these triads require a special treatment. As B is the 
leading-tone in the mode of C major, the succession at a, Ex. 349, would not 
be acceptable, as it is always objectionable to double that tone when its char- 
acter as leading-tone shows itself so strongly as it does in the diminished triad 
(see remarks on this point, pages 92-3). Again, if the Tenor and Alto are 
led downward (as at b) in order to avoid doubling the leading-tone, consecutive 
fifths arise which sound badly in this case notwithstanding the fact that the 
second is a minor fifth, a succession sometimes quite allowable (see page 15). 
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By doubling tlie tMvd of the first accord (0 major), thereby leaving out 
the fifth, and leading this doubled tone in contrary motion, all these faults are 
avoided, (see Ex. 349 at c). 

not good. not good. good. 



Oi. 



-<5h 



2^ 



-(5?- 



122 









^ 


_^ 1 

















c 



The second manner of succession (is) cannot be used, on account of con- 
secutive octaves, thus; — 



incorrect. 



350. 




We pass on to the third form (si). This gives us again the Fundamental 
position of the diminished triad, which is always raw in its sound and more or 
less awkward to manipulate. However, by doubling the third of the first 
triad, and leading that duplication in contrary motion, the succession will be 
tolerable, thus: — 



351. 











6 5 









0 



The last form (f §) will be found quite acceptable, as the Third-Sixth posi- 
tion of the diminished triad is its best, e. g. 



SS2. 



Cs 1 1 


- 1 




/'J 








i 


6 6 


6 


m 

6 







0 



B' 



III. The accompaniment to this c.f. may be further varied by considering 
C as octave and D as fifth, therefore the harmonies will be C major and G 
major. In the first formula (it) we give two examples, both of which are 
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correct, the covered fifths, at 5, not being objectionable; the Bass, however, 
should fall, inasmuch as the other voices (at h) rise. 



353. 




The second form is also good, e. g. 



354r. 



5 



6 



0 G 

Of the different manipulations of the third form (§3) the following will be 
found the best: — 



355. 





1 1— , 




£1 






6 


1 1 

5 




^_=t- ^ : 


' C G 



The fourth form (§3) is also good, e. g. 



3@e. 



r 

6 



0 



G 



We have thus far regarded C as a member of the C major triad, viz : its 
octave, and have varied the succession by taking D as octave in the triad of D 
minor, then as third in the diminished triad of B, and finally as Jifth in the 
triad of G major. 

T Y. We will now consider C as a member of the A minor triad {third) and 
D, as before, first as octave, then third and finally fifth in the triads of D mi- 
nor, B diminished and Gr major, respectively. 

Example 35 1, presents our c.f. (CD) harmonically accompanied by the 
triads of A and D minor, in the different positions of these triads according 
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to the formula given on page 182. The third form must be rejected on account 
of the parallel octaves. 



357'. 




Y, Accompanying our cantus firmus with the harmonies of A minor and 
B diminished, the third form Q needs special attention to the voice-leading 
in order to avoid an objectionable covered fifth (see Ex. 358 at c) or doubhng 
the leading tone. Its correct treatment is seen at d. The fourth form (^^ ^) 
is to be rejected on account of unavoidable parallel octaves (see e). 



358. 




YI. In example 359, 0 appears as third in the triad of A minor, and D as 
fifth in that of Gr major. Each of the four formulse are usable in this suc- 
cession:. — 



350. 



3- 



5 



5 



6 







6 



5 



6 



6 



G 



YII. In the following examples, C is taken as fifth in the triad of E major, 
and D, first as octave^ then thirds and then as fifth in the triads of D minrri-^ B 
diminished, and G major, respectively. 

The four forms of succession may all be used with the triads of E majo^ t\Rd 
D minor, e, g. 



300. 



is: 



6 



T 



6 



6 
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YIII. Our c.f. accompanied bj the triads of F major and B diminished, 
requires special attention in the first and third formula, where the diminished 
triad appears in its Fundamental position (see remarks in connection with Ex. 
358), e. g. 

-J 



3 ox. 



5 



9t 



5 



6 



5 



6 



E 



IX. Using the triads of F and G- major upon our c. f., the first formula 
must be rejected on account of the unavoidable parallel fifths. The third form 
is only tolerable, on account of the distance between the voices, necessitated 
by the difficulty of avoiding faulty voice-leading, e, g. 



363. 




The variety of harmonic accompaniment upon this same c.f, (C D) may be 
greatly increased by applying the following harmonies, according to the various 
formulae heretofore used, as C and D are component tones of these triads also. 
The chord-successions will therefore be as follows: — 



tt 



it 



Al2 Major to D Diminished. 
" Bi2 Major. 
" Q Major or Minor. 



C Minor to D Diminished. 
" Bb Major. 
" G- Major or Minor. 

F Minor to D Diminished. 
Bk Major. 
" Gr Major or Minor. 

With the assistance of the preceding examples and explanations, it will not 
be a difficult matter to work out the additional successions above enumerated. 
Where unavoidable faulty voice-leadings show themselves, the succession is 
of course to be rejected. It will be found, when the above chord-successions 
have been as fully developed as those already worked out, that this simple can- 
tus firmus of two tones can be harmonically accompanied in nearly fifty dif- 
ferent ways with triads alone, and the voice-leading, even in the simple form 
we have here used, may be almost infinitely varied. 

All the remaining intervals presented in a major scale should now be treated 
the same as the foregoing major second (C D). We present below, example 
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363, the principal intervals which are most likely to appear in a well-con- 
structed meiodj, and if each of these intervals are taken seperately as a c.y. 
and its possible harmonic accompaniment worked out according to examples 
344 to 362, the pupil will have acquired the ability to harmonize (with triads) 
any moderately difficult melody, for each two tones in such a melody will very 
probably be identical with some one of the intervals here practiced. The let- 
ters in the following table indicate to what harmonies the note underneath may 
belong. The triad-succession in the exercises to be worked out, is that from 
each of the three fundamentals over the first note to each of the three fun- 
damentals over the second note, in each interval. Eor example using C B as 
the cantus firmus, the major triad of G may progress to the diminished triad 
of B, or to the major triad of Gr, or to the minor triad of E. The minor 
ta*iad of A (0 is its third) may then progress to the same, and finally the ma- 
jor triad of F, (0 is its fifth) may make the same progressions also. In each 
of the progressions, the same formulae are to be employed as heretofore, viz: 
55j56i65i66i and such as cannot be accomplished without faulty voice- 

3 3l 3 3j 3 31 3 3| 

leadings are to be rejected. 

BO p 0 F G 



F 

A 
0 



E F 
G A 
BO G 



A 

G 

E 



F 

A 

G 



D F 
F A 
A G 



F 



G 



E A E 

G G G 



F 

A 

G 



BO F D 
D A F 

F G A 



F 

A 



A 

G 



G E 



G BO 
E D 

G F 



BO 

F 



G. 

E. 

G. 
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The major fourth and major seventh are not regarded as melodic intervals, 
and should never be made use of except where a sequence in the melody com- 
pels it, as for example:— 



IV 



4 




364.. ^'"fe 



i 



KB. 



7 



VII 



r7\ 



-<9- 



The harmonic accompaniment to a major scale may now be attempted in 
the following simple manner. First write down the scale by itself, and place 
over each note the fundamental of the triad which may be chosen to accom- 
pany that note. These triads are to be chosen with due regard to clearly in- 
dicating the key at the heginning and at the end, and the securing of a flow- 
ing connection of harmonies between these two points, e. g. 



365. 





! 










1 \ 

\ 








if J. — ^ 

Q a 


l.^ 1 

0 F 


G F 


BO 0. 
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We commence here with the Tonic, Dominant and Tonic-triads (authentic 
close), which fixes the key as C major. The next tone (F) being the Sub- 
dominant, the Sub-dominant-triad (F, A, C), will verj naturally accompany 
it. Upon the next tone (Gr) we might use the triad of G major, but in that 
case there would be no connecting tone with the preceding triad of F major. 
The triad of E minor, to which G belongs, would also have no connecting tone. 
The triad of 0 major again, best answers our purpose. The following tone 
being A, and the close of the passage approaching, the Sub-dominant-triad 
may be used to good advantage as part of the cadence. If the next tone (B) 
be reckoned as third in the triad of G major, we should again have two triads 
without a connecting tone (F major and G major), and the triad of E minor 
(B is its fifth) together with 0 major would not form a satisfactory close (see 
remarks on this point, page 82). It will be found most acceptable to use the 
diminished triad of B, which furnishes one connecting tone with the triad of 
Fmajor. (see above, Ex. 365.) 

Eemabk. — The above cadence, though often nsed in former tim6s at the close, of a 
composition, does not possess falling inflection enough to be satisfactory at that place, 
in the present day. It is used now as a partial cadence only, indicative of the close 
of a phrase or section. It is used in that sense here, as will be seen by referring to 
the fully harmonized scale, example 371, page 141. 

Having chosen the harmonies to be used, the next point will be to add the 
Bass. It is especially important that this voice, as well as the Soprano, shall be 
as melodic as possible, as these two voices are heard most prominently. For 
this reason it is not always best that the fundamental of the accord be the 
Bass, but rather the third sometimes, and occasionally the fifth. The follow- 
ing Bass to our scale would be correct but not melodic: — 

G G 0 F a 



366. 




-6?- 



etc. 



We can begin, if we choose, with a Third-sixth accord; this may be followed 
by the Fourth-Sixth* position of the G major triad, and this by the Fundamental 
position of the 0 major triad. This secures a melodic Bass. Again, in the 
third measure, the Bass is more flowing if the C major triad occurs in its 
Third-Sixth position, instead of the Fundamental. In the last measure, the 
diminished triad must appear in its Third-Sixth position, e. g. 



0 



G 



0 



F 



0 



F 



0 
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The two principal voices liaving been written down, (this is decidedly the 
most practical way) the inner voices are next in order. It makes no material 
difference which is first attended to, as each is equally important, it only being 
necessary to write the first high or low enough to leave space for the other. 
Every effort should be made to secure as natural a flow for all the voices as 
possible, and when similar motion appears in the outer voices, cause at least 
one of the inner voices to remain stationary, or, better still, to progress in con- 
trary motion. As we have already said, it is not altogether acceptable when 
all the voices rise or fall at the same time. We present the completed exer- 
cise in No. 368, calling attention to the melodic flow of the Bass, and the close 
connection of the harmonies. 



B6S. 




PASSING CHORD. 

We have purposely introduced the Fourth-Sixth accord here (see first meas- 
ure, Ex. 368) in order to show another way in which this chord may be used. 
We have hitherto used it as a retardation before another triad in its Funda- 
mental position upon the same Bass, (see Complete Cadences, page 100). It 
had there almost the character of a dissonance and was treated with a, so to 
speak, resolution. It occurred there invariably upon an accented measural- 
division. In the above example, this chord appears as a Passing Chord. It 
occurs unaccented^ as will always be the case in its character of passing chord, 
and the Bass must always be treated exactly like a passing-note; i. e., it must 
be gained and left degree-wise. The other voices are to be treated as in any 
chord-connection. 

In a similar manner we will now attempt to harmonize the descending major 
scale of C. Of the many ways in which this may be accomplished, we choose 
a sequence form, in which the Soprano of the first accord is the octave, and 
that of the second accord the third, and repeat this as many times as is prac- 
ticable. The close must be effected with a satisfactory cadence, the authen- 
tic, tor instance, e. g. 



OaAEFOGO 
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Having clioseii the harmonies* to accompany our c./*., we proceed to the se- 
lection of the Bass. " The succession of the fundamentals here is ah'eacly suf- 
ficiently melodic and therefore answers our purpose, e, g, 

CGaeFGGG. 



370. 



is: 



The addition of the inner voices will offer no difficulty worthy of remark. 

Example 371 presents the ascending and descending major scale, harmonized 
according to the foregoing explanations and examples. 

CGCFCFboO GGaeFCGC 



a/ 



— &~ 



-1^ 



T 

J- 



-^8 



irj- 





^ f22_ 



> HARMONIC ACCOMPANIMENT TO THE MINOR SCALE. 

(3d form, see pa.ge 45). 
Proceeding according to the directions given in connection with the major 
scale, we first write down the c.f. and choose the triads to aj)pe.ar, recording 
their fundamental letters above, g. 



A 


E 


A G 


E B 

-if 


-l> 


E A 

^ f — 1 




1 ^ — 


i 1 






— J—?— 



It should not be forgotten that the introductory harmonies ought to clearly 
indicate the key, and those toward and at the close are to leave us at home; 
i. e., finally settled in the same key as that used at the beginning. 

(We next seek out a Bass which can appear in these chosen harmonies, e. 




The spring at N.B., (G to E) is made in order to avoid exceeding the ordin- 
ary range of the voice. 
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The inner voices may now be added, as for example in lN"o. 3^4:- 



n ^ . \ L J ^ A 
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The harmony at N.B., Ex. 314, gives occasion for remark. The tone F^f in 
the c. f. cannot be used as the third of the Siib-dominant-triad (D), because a 
minor mode always demands that that triad shall be minor ^ whereas with F;^ 

as its third, the triad of D (D, F^, A) would be major. We therefore use the 
major triad of B, of which is the fifth. This stands as Dominant-triad to 
the following triad of E major, and this last again as Dominant-triad to A 
minor. 

For the descending minor scale (3d form), the sequence form, used In the 
major scale, may be acceptably employed, e. g. 

E F C I) A E A 




A 



-I 



8 



8 



The fundameMah furnish a sufficiently melodic flow to form an agreeable 
Bass, thus:— 



AE FC DA Ea 
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Tlie inner voices may now be filled out, and the ascending and descending 
scales united, as in Example 371: 



B77. 
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It would be well for the pupil to attempt other haimonies upon the major 
and minor scales, and it is suggested that these scales, as here harmonized, be 
transposed upon the piano-forte, if not in writing, into different keys, as u 
ready knowledge of them will often prove of practical value. 
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HARMONIC ACCOMPAHIMENT TO THE CHROMATIC SCALE, 

The so-called chromatic scale can also be easily harmonized by means of 
triads alone, if we consider the first of the given tones as octave in a major triad 
and the second tone as third in another major triad, perpetuating this sequence 
ad libitum. The fundamentals in that case will be according to the letters 
over our c.f. in the following example: — 

CGCADBECJ r#(Gb:)Efct Ab. ¥ Bfy G C 



378. 




A chromatic scale extending from any tone to its octave, above or below, 
harmonized in the manner here selected, will be obliged to employ an enhar- 
monic change at some point in the scale. We make use of it here at N.B. 
(Ex. 378) converting the Fjj: triad into that of G]?. If this were not done, 
double and triple-sharps would necessarily soon appear, and, further, the exact 
octave of the starting-pointy Cjj, would never be reached. That sound would 
appear upon the staff as B|f. 

The Bass is next to be added, e. g, 

0 G C A D B E C4 MiGh)^^ Al? F Bb G C 



370. / 
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The object of the C and Gr triads, in the first measure, is to indicate the key, 
according to an observation already made. It is not absolutely necessary that 
the enharmonic change be indicated, as in the parenthesis in the above exam- 
pie. Thus, in the following example (380), this change will be self-understood, 
for certainly the triads of iF;^ and Et? can not succeed each other except through 
such a medium. 



380. 




ft 




"5- 
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It is hardly necessary to add that the voice-leading, at N. B., where the en- 
harmonic change occurs, oversteps the classical rule for chord-succession. The lead- 
ing of the voices here is not natural, and while always easy of execution upon 
klyed instruments, and reasonably so upon instruments of other genre^ this is 
not the case in vocal performances. The introductioh of the enharmonic change 
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here is more intended for the instrumentalist than as a model to the yocal 
composer. 

The above harmonic accompaniment to the chromatic scale may be embell- 
ished and the chords more smoothly connected at the same time, through the 
aid of a subsequent seventh (see Tenor in Ex. 381) and a passing note in the 
Bass, e. g. 



381. 
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The descending chromatic scale may be harmonized in the same way as the 
ascending, viz : by regarding the first tone as octave, and the second tone as 
third in a succession of major triads. This sequence is to be perpetuated to 
the end, remembering the necessity of an enharmonic change at some point, 
so that the use of too many double-flats may be avoided. The simple triads 
in the descending scale would appear as follows: — 



3 




8 
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EmbeUished, however, with passing-notes in the Bass and Tenor, the har- 
monies will succeed each other more flowingly, e. g. 



383. 
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HARMONIC ACCOMPANIMENT TO ANY GIVEN CANTUS FIRMUS. 

It is now recommeucled that a cantus firmus, like the melody of a choral, 
be selected or composed and harmonized according to the process indicated in 
the foregoing pages. 

1. Choose such triads as can follow each other naturally upon the c. f, selected, 
recording their fundamentals above. ' (If the chord-successions upon a c.f. of 
two tones have been thoroughly worked out and comprehended, they will prove 
invaluable here in being able to determine just what chords may be em- 
ployed), e. g, 

G GOGGGDGe b aaaGDG 



384.. 




1 



Where the same tone is repeated several times (see N.B. 1), the monotony 
should be relieved by changes in the harmony. 

If this is not practicable, then the position of one or more Of the accom- 
panying voices can be sometimes changed. At N.B. 2, we have used the same 
triad (A minor) three times in succession, but we shall see presently that any 
seeming monotony will be prevented by a change in the position of the voices. 
The key, at the beginning, is here indicated by the Tonic, Sub-dominant and 
Tonic-triads (G, C, G), the chord-succession used to form the Piagal Cadence. 
The key, at the end, is established through the triads of the Authentic Ca- 
dence (G, D, G). 

2. Having chosen the ground-work of the accompaniment, the Bass is next 
to be worked out. Endeavor, by a judicious commingling of the Fundamen- 
tal and the Third-Sixth position of the various triads, to secure a melodic 
Bass, and avoid the stiffness and monotony occasioned by a too frequent use 
of the fitndamental, as Bass. The Fourth-Sixth accord is to be used only as 
a passing-chord (it must then occur unaccented) or in the cadence (accented) 
as heretofore explained. Example 385 presents the above c. f. with the ad- 
dition of a Bass. 

GGOGO GDGebaaaGDG 
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We call attention again to the motion of the voices. Inasmuch as the outer 
voices are heard most prominently, it is better, if practicable, that they move 
in contrary or oblique motion. With little exception this has been done in 
the above example. Wherever similar motion appears in the outer voices, the 
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Diner voices should be so led as to counteract this. One or both of them may 
be led in contrary motion to the other voices (see 5th measure, Ex. 386), or, 
one or both may sustain their tones, thus creating oblique motion to the 
others (see N.B., Ex. 386). If the c. /. progresses sprzn^-wise, it is advisable 
to cause the Bass to move by degrees. 

3. The inner voices are finally to be added, and as melodically as the nature 
of the case will allow, e. g. 

r 



3se. 




<3 <2 



J. 



1^ 



In harmonizing a given determined c./., we are not always obliged to retain 
connecting tones in the same voices, as we are allowed greater freedom in the 
voice-leading than in simple chord-successions, because the melody is the chief 
consideration here, while in the other case (chord-successions) the harmony 
or progression of all the voices as a whole, claimed the most attention. We 
can therefore omit the fifth in a Third-Fifth accord and double the Bass or 
the third in its stead; or, in a Third-Sixth accord, we can omit the third and 
double the Bass or sixth instead, whenever a better voice-leading can thereby 
be secured. Not more than one octave should intervene, as a general rule, be- 
tween the Soprano and Alto, or Alto and Tenor. This remark does not apply 
to the Bass and Tenor. The above c.f. or others should now be used in the 
pupiFs individual efforts in this direction. In lieu of an original c.y.^the mel- 
ody of any one of the many well-known chorals will answer the purpose. 



CHAPTER XXIIL 

BOUND DISSONANCES. BOUND SUSPENSIONS, LIGATURE OR TIE, 

SYNCOPE. 

If the accord of C major, in the following example, progresses to that of 
Gr major, the most natural voice-leading will be as presented here; i. <?., the G- 
will be retained as upper voice; the middle voice (E) will fall a degree to Dj 
and the Bass (C) will likewise fall a degree to B, e. g. 



ssr. 




at 



MANVAL OF MUSIOAL TBEORY. 



147 



Remark. -The fourth voice is intentionally omitted but will be added in later examples. 

In Example 388 we present the same chord-succession with a change in the 
treatment of one voice;- — 



3 8 S» 













-^1 r 

6 

4 3 












^ 



The upper voice in the above example remains and the Bass falls a degree, 
as before, but the progression of the middle voice is suspended, inasmuch as 
it lingers for a time upon its tone in the first accord, and after the other voices 
have assumed their places in the new accord, it (the middle voice) moves to its 
proper place a Iso (to D). The D is hereby retarded or delayed and the B 
forms what is called a Suspension before that tone (D). The first combination 

of tones, produced by the suspension of the E (B^eTg}-), presents as intervals 
a fourth and sixth; the figuring of the chord will therefore be |. The fourth 
forms a suspension before the third in the following chord, while the sixth remains. 
The above is not properly a dissonant suspension, but is nevertheless usable in 
the strictest style. 

In connection with the same chord-succession as that in Example 381, we 
present another treatment of one of its voices, in Example 389. 



3S0. 









=-^^. 




5 6 
2 3 
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In this example, the upper two voices are treated as in Example 38T, while 
the progression of the Bass (0) is suspended until after the other voices have . 
assumed their places in the new accord, when it then moves to its destined 
place also (to B). Here arises a dissonance^ at the beginning of the second 
measure, mz: between the pass and middle voice (C and D). The resolution 
of the dissonant tone (C) takes place when the Bass falls to B, where the Third- 
Sixth accord first appears. The B stands as a second to the Bass ^0), of the 
dissonant accord, and the G- as fifth; the fig^uring is therefore |; and the chord 
of resolution |. 

In whatever chord-suecession hound dissonant' suspensions are to be em- 
ployed, the following rules are to be strictly observed. There are three lead- 
ing points to be fastened in the mind, viz: 

I. Preparation. 
II. Attach. 
III. Resolution, 



148 



MANUAL OF MUSICAL THEOBY, 



L PREPARATldM. 

That note which forms the dissonance or suspension, must have been con- 
sonant in the preceding accord. The consonance part of this bound n)te is 
termed the preparation, and the dissonance part is the suspension itself. For 
example, in No. 390, the note 0 is a consonant in the first accord, therefore, 
the note of preparation; it is then bound or suspended, and, through a progres- 
sion of the other voices, becomes dissonant. In connection with the prepara- 
tion of a suspension, it is to be remembered that the preparation-note (the 
consonance) may be longer than the note of suspension (the dissonance) as 
seen at a, Example 390, or, the preparation and suspension may be of equal 
length (see 6, Ex. 390), but the preparation-note must never be shorter than 
the note of suspension (see Ex. 390 at c). This is done in order to oppose a 
counter-balance to the dissonance. The entrance of the preparation-note may 
take place accented or unaccented: — 

b' c. incorrect. 



300. 












5 ^ 









is: 
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CO 



I 



5^ 
(5 



Co" 



CO 



This rule for the Ligature or Tie is to be regarded throughout the entire 
science of music. The first note of a Tie must never be shorter than the 
second, it makes no difference whether the second note becomes dissonant or 
not. When an instance occurs, contrary to this rule, it is done either through 
caprice (see opening measures of Beethoven's Sonata in Gr major. Op. 31, No. 1) 
or througli negligence. The reason for the prohibition is to be found in the 
limping, halting effect produced when the rule is disregarded. 

IL ATTACK. 

The attack of the dissonance or entrance of the suspension, (the point 
where, by the progression of the other voices, the consonant preparation-note 
turns to be dissonant) must always take place upon an accented part of the 
measure, (see the following example at a and b) and never unaccented, as 
at c. 

b' c. incorrect. 
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III, RESOLUTION. 

This takes place when the bound dissonance falls'*" one diatonic degree (\djio!e 
0] half-step). Thus, the resolution in Example 391 takes place when the C 
(the bound dissonance) falls a half-step to B. The entrance of the note of 
resolution may be accented or unaccented at will. 

In regard to the resolution of a dissonant suspension, we desire to say that 
as a dissonance is hut the melodic retardation of a consonance, it is just as 
logically correct for that dissonance to resolve ujjward to a consonance as 
downward. The musical instinct awaits the resolution to a consonance. The 
direction in which that consonance is approached is of secondary importance. 
That the dissonance, like nearly everything else, more willingly falls than rises 
is granted. It was this observation which caused former theorists to allow only 
the degree-wise descending resolution, but that the ascending resolution is 
equally correct is proven by the just-mentioned principle. To illustrate, take 
for example the suspension of the second. In this suspension, the upjier fcoii© 
cannot fall nor the lower tone rise to the unison, because a dissonance cannot 
appear as the retardation of a tone already present. That would be a self- 
contradiction, e. g. 



not. 



not. 




If, however, the upper tone resolves melodically upward, or the lower tone 
downward, to the consonance of the third, or both to the consonance of the 
fourth, all the conditions necessary to a proper disposal of the dissonance will 
have been fulfilled, e.^g. 



correct;. 



303. 
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2 13 

According to the same principle, the upper 'tone, in a suspension of the 
seventh, cannot rise (certain things condition an exception to this) nor the 
lower fall, e. g. ' 

sometimes permitted. 



never. 



i 



8 



1^" 



18 



* In romantic music, and especially in modern compositions, the suspended tone is fre- 
qiS dntly resolved upward. Further, in this freer style, not only consonances but also dissonance.s 
arc used as a preparation to the suspension. The classical rule, as already given, prohibits the use 
of dissonances in this capacity. Mild deviators permit the use of consonances and the free disso- 
nances (minor fifth, minor and diminished seventh) only, while the extremists make no distinction 
beyond such as shall be demanded by the character of the composition. He who takes advantage 
of these liberties is himself responsible for their prox^er api-)lication. 
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The proper resolution of this suspension takes place when the upper tone 
falls, or the lower rises, or both together, e. g. 




-J- 



» — 



-(9- 



3 



17 1 6 1 7 

While a suspension may resolve itself, according to classical rules, a whole 
or half-step downward, those whose resolutions are upward are milder if they 
rise a half-step, only. The progression a whole step upward is harsher. Aug- 
mented intervals are generally most favorable to an ascending resolution. 

We now present Example 389 with the fourth voice added, the leading of 
which must be such as to double the third or ^ixth in the Third-Sixth accord 
(the chord of resolution) as at a, h or c. Example 396. The leading at d is 
wrong on account of the parallel octaves (a suspension does not remove the ob- 
jection to this or any other fault) and, moreover, the principle set forth above 
is disregarded, a principle which we will now record in the form of a rule, viz : 

E^ULE. — That tone, to which a suspension resolves, must not appear in any 
other voice, above or below, previous to thk regular resolution of the suspen- 
sion itself. (To this rule there are but two exceptions: one, the suspension of 
the ninth before the octave, and the other, that of the seventh before the oc- 
tave. These will be presented in due time). 

It will be seen that this rule is violated at <i (396), for, previous to the res- 
olution of the bound dissonance (C) to B, that note of resolution (B) appears 
in another voice (Sop.) : — 

Ct. h. _ C. d, incorrect. 
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A Suspension, according to classic rules, may be applied to any voice in a 
chord-succession whose progression is a whole or half-step downward. Thus, 
in a chord-succession like that at a, Example 39 the Soprano may be sus- 
pended, as at b, or the Alto, as at g, or both voices may be suspended simul- 
taneously, as at d. 

a. h. -"'•^ , c. d. 
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No dissonance results at c or d; the retardation in both cases is therefore 
a bound consohance. The character of the Fourth-Sixth accord, however, as 
akeady many times remarked, is shown at d to be such as to almost demand 
a resolution. No suspension in the Tenor is possible here, because that voice 
makes no progression whatever j neither in the Bass, for that voice does not 
progress degree-wise. 

A bound dissonance, before making its regular resolution, can first spring* to 
any or all of the tones belonging to the accord to which the dissonance finally 
goes. For instance, in a suspension like that at b, Example 39*7, the suspended 
voice (Soprano) may progress to any or all of the other tones in the triad of 
G major before making its regular resolution to B ; the hearer each time awaits 
the proper resolution, not being disturbed by the temporary delay, e. g. 



30S. 
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The first three of the following examples show that passing-notes may inter- 
vene between the bound dissonance and its resolution. At dj Example 399, 
the bound dissonance (C) springs to a note (A) which is not an accord-tone 
of the G major triad (the chord of resolution). The tone A is here used as an 
appoggiatura to B (see page on this point). 

r 




is: 



'23: 



J2- 



In the following examples, we wish to point out and correct a very prevalent 
fault, another violation of the rule set forth on page 150. ; The upper voices 
in Example 400, present one of the foregoing suspensions, while the Bass moves 
in a form of accompaniment or arpeggio. The fault is this, that the Bass 
makes use of the retarded tone, B (see x), previous to the resolution of the 
suspension to that tone (see rule, page 150). 



4LOO. 
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The fault may be easily obviated by so leading the Bass as to avoid tha,t 
tone (B), at least until the resolution of the suspended tone takes place (as at 
a or h, Ex. 401). 




Here will follow suspensions upon other chord-successions, observing the same 
rule throughout. In the succession of the triads of C major and D minor (see 
a, Example 402), the Soprano may be suspended, as at h, or the Alto, as ab 
c, or both Soprano and Alto, as at d. No suspension of the Tenor or Bass 
is practicable here, because the first-named springs (C — A) and the last would 
be obliged to resolve upward to a tone already present (D, in the Alto). 
a. h. G. d. 




SUSPENSION OF THE MINTH. 

At c. Example 402, the rule given on page 150 appears to be disregarded, 
inasmuch as the note of resolution (D) appears in the Bass previous to the res- 
olution of the suspension to that tone. This is one of the exceptions alluded 
to in connection with that rule; it is the Bass alone which has the inherent 
power or weight to sustain such a progression. The above suspension (at c) 
is that of the ninth before the octave; it is therefore denominated Suspension 
of the Nhith; its figuring is § ^,or 9 8. That no other voice is capable, like 
the Bass, of sustaining a suspension before its own tone, either above or below, 
will be seen by comparison of the examples in 'No. 403:— 

Correct. Incorrect ■ ■ ^ 



403. 




I — 



— -I — 

\ 



Suspensions from above Suspensions from below - 

Bemaek. — To exiolain away any misunderstanding in connection with the faulty 
Bass in Example 400, lest some may think that that is an instance of the suspension 
of the ninth, we would say that the broken-accord there represents the triad of G ma- 
jor, therefore B, being the third of the Bass (G-), is really a middle voice. (See subject 
of broken-accords, page 76). 
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The suspension at a, Example 404, lias been used by our best authorities on 
Counterpoint, but is to be understood and figured as a suspension of the ninth 
(see 6), although the exact interval is a second, e. g. 

a. h. 




The following succession of the triads of D minor and C major is of course 
entirely forbidden oh account of the parallel fifths (see a, Ex. 405). The 
fault is the same with the introduction of suspensions (see h), therefore the 
following italicized principle: 

A suspension does not remove or palliate the effect of a faulty progression. 

a. parallel fifths : 6. no better : 

4.05. 




Upon the chord -succession at a, Example 406, we present suspensions upon 
each descending voice, first singly, as at h, c and d, then with two voices, as at 
e,/and g, and, finally, with three voices (at h), a triple suspension, with an 
added cadence. 

d. e. 
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We have given. In the above example, all the suspensions possible to the 
chord-succession in question, in order to indicate what may be attempted by 
the pupil with other chord-successions, although not many will admit of so 
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manifold a development as this. Of the above suspensions, the one ate will 
always be the least acceptable, on account of the succession of fourths (see n). 
This is always crude where there are no other progressing voices, as here. The 
very same fourths, however, are seen in the second measure at but a pro- 
gressing third voice (Tenor) entirely obviates the unpleasant effect alluded to. 

Suspensions may also be effectively employed in Cadences. 

I. We present at a, Example 401, the Plagal Cadence to C major, and at 
6, G and c?, examples of applied suspensions to this and the same cadence in 
A minor and F major, with different placing of the upper voices. 




4- 



3 



The example at h could not end in the following manner, because, in the 
time here used {alia breve the close would take place unaccented, e. g. 
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For this reason the resolution of the suspension is delayed at Example 
40t, (by an appoggiatura) until the beginning of the following measure, where 
an accent is secured for the final chord. The example at c, No. 407, is also 
very similar. The example at d needs no explanation more than that the note 
of resolution (A) is embelhshed by one of its auxiliary tones (G). 

II. To the Authentic Cadence:— 




Supensions may be applied as in Ex. 410: — 
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It is not obligatory that the suspension be bound. The simple delay in the 
progression of any voice, according to our given rules, produces a suspension, 
whether the tone be bound or not. The suspensions are indicated in the above 
examples by dotted lines. The progression of fourths, as for example: — 



4=11. 




m 



is improved by causing the F to move to El? after the Bl? goes to A, as seen 
in the Alto and Tenor at c, Example 410. 

III. In the Complete Cadence:— 
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subpensions may be applied as, for examj^lejin l^o. 413:— 
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3?: 



is: 



0' 



4 3 4 ii 



^i 



ISF.B. 2. 



5?- 



I^SZZZS- 



221 



:-__s: 
::^^ 



o 
3 



6 
4 



5 
3 



3 



















— ^S'— — 






p . 













At N.B. 1, Example 413, the D of the Soprano forms a suspension before 
C; the Alto (A.) in the same measure, is a suspension before G|, althougl' 
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written in a different manner from that used heretofore. The example is more 
clearly expressed in JSfo. 414: — 





—0 — J — ^— 1 






,| etc. 




1 1 

4 3 4 










yip 


^ — 









The rules are all observed in both of the above suspensions; the preparation 
is consonant J and the dissonance begins upon an accented part of the measure 
in both instances, as, in the time here used( ^ ), an accent falls upon the first 
and third parts; the resolutions are also correct; i. e., degree- wise downward. 
At N.B. 2, Example 413, we have taken advantage of a^ privilege already re- 
ferred to, (page 102) in order to secure a firmer close than the ordinary rule 
for chord-connection would permit. 

As has been several times stated, a Third-Sixth accord, instead of the Sub- 
dominant-triad, can appear upon the Sub-dominant; we remark now that sus- 
pensions can be applied thereto, provided the voices fall to this accord in a 
manner free from objection. In Example 415, at a, the entrance of the Third- 
Sixth accord is objectionable on account of the too perceptible fifths, as the 
chords are not connected. The application of one or more suspensions ib) will 
hardly better the progression (see this point on page 153). 



4rl5. 




IS 



6 
4 



5 
3 



'9 
3 



^8 

6 etc. 











1 — & 




— ^ — 




























\ — ^ — 









If the tMrd of the Tonic-triad be given to the upper voice, an entrance of 
the Third-Sixth accord upon the Sub-dominant may be secured, in which two 
of the voices will fall degree-wise, e. g. 




Upon these two, as well as upon those voices in the succeeding accords 
which fall degree-wise, suspensions may be employed, e. g. 
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In the Soprano. 



In the Tenor. 



In the Sop. c6 Tenor. 

dr: 



— ;s=::zsz^zi::^ 




i 9 . 8 etc 

7 6 



If the fifth of the Tonic-triad be given to the upper voice, another equally 
favorable entrance of the Third-Sixth accord upon the Sub-dominant is gained^ 
as the Soprano and Alto fall degree-wise, admitting the application of single 
or double suspensions, e. g 

In the Soprano. 



4:18. < 






















^ 


-? 


^ 




















25>^ 



To the following formula of the Complete Cadence: — 













V-^—A 




L-g — 1 


1 — ^ L- g 1 





























suspensions can be readily applied, as in Example 420: 



4:20. 



IS 



"ST 

4 3 



/0\ 



is: 



8 



ISI 



ISI 



121 



31 




/0\ 



321 



9 8 



ISC 



'l I 
9 8 

4 3 



i 



"2?" 
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That formula, in which the Dominant-triad immediately precedes that of the 
Sub-dominant, does not allow of classical suspensions between those two chords, 
because none of the upper voices fall. 



431. 




-HZ. 



^- 



It will be found a most valuable practice here to repeat all or a part of the 
exercises in modulation given on pages 102 to 122, applying suspensions to 
such voices as fall degree-wise, in the manner that we have so copiously illus- 
trated in the foregoing pages. We give below, a few examples of such mod- 
ulations; for example, first from F major to A major, s^n elevation of four 
relative degrees, e. g, 

. ^ F— A. 




Second, from a major to a minor; for example, E major to F minor, a de- 
pression of eight relative degrees. It will be proper to remark here that in 
modulations by elevation, suspensions can be more frequently applied than in 
modulations by depression, on account of the greater frequency of degree-wise 
falling voices, e. g. 



i. 



22: 



KB 

T 




Suspensions could be employed at IST.B., Example 423, there being two 
voices which progress degree-wise downward. They were omitted in order to 
better preserve the symmetry of the rhythm (compare the sections). A double 
suspension is introduced in the cadence. 

Third, from a minor to a major; for example, from D minor to B major, an 
elevation of six relative degrees, g. 




The cadence, in the la.st example, is extended by means of an organ-point, 
thereby securing a better rounded musical period than if the close took place 
at jS^. B. All example of modulations from minor to minor, with suspensions, 
might be given, but will scarcely be necessary after the foregoing; the pupil 
will only need the suggestion in order to accomplish it alone. At this point 
we leave the subject of Suspensions, to be taken up again at the proper time 
and reviewed in connection with other accords, including their use in the mod- 
ern or romantic style of composition. 



CHAPTER XXIV. 

CHORDS OF THE SEVENTH, 

If two triads which are related in the third, for example C major and E 
minor (see a, Ex. 425), are united in one combination of tones (6), a disso- 
nant accord arises: — 

The intervals contained in this dissonant accord (b) are a third, ffth and 
seventh; consequently, the figuring in full will be |; the following are also 
used: 3 or I or ?. 

Such combinations are called Chords of the Seventh, or, more briefly. Seventh 
accords. A Chord of the Seventh results from the union of any two triads 
which are related in the third, as for example C major and A minor (Ex. 426, 
a and 6) . 

a. h, 

^ I - ^ J n 

Further, a Chord of the Seventh can be formed upon every degree of the 
major or minor scale, thus: — 
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In the Normal scale of A minor, the Chords of the Seventh are precisely 
the same as those given in Example 427, beginning with the 6th (A). In 
the bolder minor mode (see page 44) there are four additional seventh accords, 
situated upon the first, third, fifth and seventh degrees, as follows: — 



1th. 



Again, in the milder major mode, that in which the Sub-dominant-triad is 

^ • — ^ 

minor, (in C major, F, Ab, C) we have another tone (Al?) which we may intro- 
duce into four of the Seventh accords in the mode of C major, viz: those upon 
the second, fourth, sixth and seventh degrees, thus: — 



2nd. 



4th. 



6th. 



1th. 



In some of these Seventh accords the dissonance is so harsh as to always 
require that the chord be prepared; i.e., the seventh must appear as a sw&se- 
guent-seventh or as a bound dissonance. Others, again, are of so mild a na- 
ture that they may enter free; i. e., unprepared. These are such as contain a 
diminished triad. Of the above, those marked with an asterisk (k) contain 
a diminished triad, and are thereby allowed this privilege. 

For our next exercises, we will make use of that Seventh accord located on 
the Dominant. It consists of the union of a major and diminished triad, 4ts 
intervals being a major third, major fifth and minor seventh. This particular 
combination is denominated * 

CHORD OF THE DOMINAITT SEVENTH. 

This accord is formed in the same manner in both major and minor modes, 
since the Dominant-triad in minor modes is generally major. In the mode of 
A minor, for example, the Chord of the Dominant Seventh consists of the union 
pf the major triad of E and the diminished triad of Gjj; (see a and 6, Ex. 430). 



a. 



4.3 o. ^i: 




The Dominant Seventh accord in the mode of 0 minor consists of the union 

of the major triad Gr, Bt|, D, and the diminished triad B^, D, F, (Ex. 431, a), 
Tliis is exactly the same as the Dominant Seventh accord in the mode of 0 
major (b). We learn from this that this accord is precisely the same in simi- 
lar-named modes, e, g. 
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a, 



Tjike all chords, Chords of the Seventh can be used in different positions. 
If all the tones stand third-wise one above the other, or are brought into that 
relation, it is the 

FUNDAMENTAL POSITION. 
, The lowest tone is then the fundamental of the chord. This same tone re- 
mains the fundamental in whatever position the chord may appear, the same 
as in triads. Example 432 exhibits the close and one open Fundamental posi- 
tion of the Dominant Seventh accord in 0 major, the whole notes indicating 
the fundamental^ and the figures, the mode of abbreviating the chord. 



4- 



7 

5 
3 



7 

3 



7 

5 





— fi — 


1 




^ — 
















^ — i 


» — <^ — ' 


! ^ L — ^. 


1 — ^ 1 — ^ 1 



When the original third (the third of the fundamental) appears as the 
Bass or lowest tone, there arises the 

FIFTH-SIXTH POSITION OF THE CHORD OF THE SEVENTH. 

It is also called Chord of the Fifth and Sixth, or, still more briefly, Fifth- 
Sixth accord. The intervals therein contained are a third, fifth and sixth, e. g. 



6 



4.33. 







5 
3 


6 

5 




r 
















j — 0 — 








# 





When the original fifth appears as the Bass, there arises the 

THIBD-FOUETH POSITION OF THE CHOED OF THE SEVENTH. 

(CHOED OF THE THIED AND FOUETH, Or THIED-FOUETH ACCOED.) 

Its intervals are a third, fourth and sixth, e. g. 

6 

4 4 
^ 3 3 

A34. ^j:i3z:g — 



-9- 



When the original seventh appears as the Bass, there arises the 

POSITION OF THE SECOND OF THE CHOED OF THE SEVENTH. 

(CHOED OF THE SECOND, Or SECOND ACCOED. ) 

Its intervals are a second, fourth and sixth, e. g. 



4.35.^1=^: 



6 
4 

2 



4 

2 



6 

2 



* This and many future examples, where we have used only one staff, will sound better if sung 
oi played an octave higher. Eor the sake of greater ease in reading the examples, we hav** ea. 
deavored, when nothing was thereby sacrificed, to avoid too frequent use of leger lines and spaces 
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As in the character of every dissonant accord, so also in Chords of the 
Seventh there is an inherent striving toward a point of rest; i.e., toward a 
consonant triad. The progression of the chords under present consideration to 
such a point of rest is termed, 

BESOLUTION OF THE GHOBD OF THE SEVENTH. 

Every Seventh accord has several different resolutions (progressions to dif- 
ferent triads), primary or principal being that in which the fundamental 
falls a major fifth, while the other voices (the original third, fifth and seventh) 
progrees to the tones forming a consonant triad upon this new tone. 

RESOLUTION OF THE DOMINANT SEVENTH ACCORD. 

The chief resolution of this particular Chord of the Seventh is to the Tonic- 
triad of that major or minor key to which its fundamental, as Dominant, be- 
longs. 

The primary or chief resolution of the Dominant Seventh accord G, B, D^, 

is to the Tonic-triad of C major (C, E, G) or C minor {(Sf^^Q), The lead- 
ing of each voice to the triad of C major, for example, will be as follows: — 

1. THE FUNDAMENTAL. 

We have always connected chord-successions by retaining similar tones in 
the same voices. The same may be done here, as G, the fundamental of this 
13 ominant Seventh accord, is common also to the triad of C major, thus: — 



— ^ 




^ ^ 

^ — — 


1 — 1 



2. THE SEVENTH OB DISSONANCE. 

After the fundamental, the seventh is the next voice to be attended to. A 
dissonance always anticipates or creates the expectancy of a consonance. This 
expectancy is satisfied when the dissonance resolves to the consonance. In 
order to secure the highest effect for fchis resolution, the consonance or note of 
resolution, must be a tone not found in any voice of the chord to which the 
dissonance belonged, or, in other words, a tone which has been heard with the 
dissonance cannot be effectively used immediately afterwards as the resolution 
of that dissonance. The anticipative character of the dissonance would be 
destroyed were this natural law disregarded. 

It will be seen here, therefore, that the seventh (F, the dissonance in the 
Seventh accord) cannot be resolved upward to G in the C major triad, as that 
tone ,(G) has been heard with the dissonance, just mentioned, (see dotted Ime 
in Ex. 431). 
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Beiug obliged to reject this resolution of the seventh, we next try its down- 
ward progression to another tone in the chord of resolution, viz: to E, as in 
Example 438: — 










— t5? J 



The tone E, not having been heard with the dissonance, and being a mem- 
ber of the triad of resolution (0, E, Gr), can therefore serve acceptably as the 
resolution to that dissonance. We are now enabled to establish 'the following 
rule:— 

In the primary or principal resolution of each and every chord of the 
seventh, the original seventh, in whatever position the chord may be placed, 
resolves a diatonic degree downward (whole or half-step). 

3. THE THIRD. 

The third in a Dominant Seventh accord is always the leading-tone in that 
mode. Its best progression is to the Tonic as usual, therefore in this case, B 
will progress to C, e. g. 



4. THE FIFTH, 

The last tone, (D) the fifth, could if necessary move upward to E. That 
would double the third of the chord of resolution, as the seventh (F) also re- 
solves to B, It is better, as we have already remarked, to double the ToniCy 
that tone being the foundation of the chord. Consequently, we resolve the 
fifth (D) downward to the Tonic (C), e. g. 



4 



The resolution of the Seventh accord here is to a Fourth-Sixth accord, which 
is not- so Satisfactory as might be wished, on account of the dependence of 
that chord. To secure a firmer foundation for the chord of resolution, the Bass 
(G) of the Seventh accord, not being dissonant or requiring any determined 
progression, can move freely to the fundamental (C) of that chord of resolu- 
tion, as in Ex. 441: — 



.9^ 



In the last example, the fundamental (C) of the chord of resolution ap- 
pears three times, the third once, while the fifth is omitted. When the lead- 
ing-tone appears as a middle voice, it is privileged to make an irregular pro- 
gression downward to tlie fifth of the chord of resolution, in order to give that 
chord greater fullness, e. g. 
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If the leading4one lies in an outer voice, its progression, on account of its 
prominence, must take place regularly to the Tonic (see Ex^s. 443 and 444), 
except in rare cases where a sequence might condition a different leading. 

The resolution of the Seventh accord in its Fundamental position having 
been so amply explained, the resolution of its other positions will offer no 
especial difficulty since the same directions are to be observed in the leading of 
each individual voice. 



RESOLUTION OF THE FIFTH-SIXTH ACCORD. 




ThQ fundamental (see Ex, 443) may be bound; the original seventh (F) 
cannot resolve upward to G, because that tone has already been heard with the 
dissonance, it must, therefore, fall to E ; the Bass (B) or original third, being 
the leading-tone and occurring in an outer voice, must progress regularly to 
the Tonic; the J) (original fifth) falls best to 0, thereby doubling the funda- 
mental of the chord of resolution. 



RESOLUTION OF THE THIRD-FOURTH ACCORD. 

















^ 


~J - - 

4 

3 






^_ 













The fundamental (G, see Ex. 444) may be retained in the same voice; the 
original seventh (F) falls to E; the original third (B, the leading-tone in an 
outer voice) rises to the Tonic, and the original fifth (D) as Bass, falls best to 
the Tonic, as before. Cases often occur, however, in which the fifth in a 
Seventh accord is led upward, e. g. 



4 

3 



etc. 
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RESOLUTION OF THE CHORD OF THE SECOND 



4 

2 



6 



It is to be remarked that as the original seventh always appears as Bass of 
the Chord of the Second, its primary resolution is invariably to a Third-Sixth 
accord. 

OMISSION OF TONES IN CHORDS OF THE SEVENTH, 

The Jifih can be omitted with the least detriment to the chord, the funda- 
mental being usually doubled in its stead (see Ex. 441). The third can be 
rarely omitted, and the fundamental or seventh never, for the chord would 
then become a simple triad 



4.47. 







^ — 






— J 











We see still more clearly, in Example 441, that the seventh (F) could not re- 
solve upward to Q on account of that tone being already occupied. It must 
therefore fall to E. 

If the fundamental of a Seventh accord is doubled in an upper voice, its 
progression to the chord of resolution is freest of all the voices, (see a, 6, c, 
Ex. 448). 



a. 



J). 



C, 



Si 



15^ 



€2. - 



IS 



is: 



'6^ 



The fundamental as Bass, however, has not so manifold a privilege. For 
example, the following would not be acceptable on account of the too percep- 
tible octaves: — 

had: 
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CHAPTER XX Y. 



CHORD OF THE DOMINANT SEVENTH CONTINUED. ITS ENTRANCE 
AND RESOLUTION AFTER THE TONIC-TRIAD OF THE SAME MODE. 

I. ENTEANCE OF THE EUNDAMENTAL POSITION. 

The 'Chord of the Dominant Seventh can always enter free; i. e., spring or 
clegree-wise. Faulty progressions are of course to be avoided, and an endeav- 
or made to secure as melodic a leading for each voice as possible. 

In No. 450 we present examples of the entrance of this chord, in its Fun- 
dam.ental position, after the Tonic-triad, the placing of the voices in the triad 
being that in which the octave is given to the Soprano. The resolution of the 
Seventh accord is also added. 



a. 



c. 



4.50. 



7 



J!2. 



3- 



.-CI 



3: 



7 



Attention should be directed to the motion of the voices; cause at least one 
voice to move in contrary motion, to the others, especially where there is no connect- 
ing tone (a and Ex.450). At a, the j^/if/i in the chord of resolution is omitted be- 
cause the B, as leading-tone in an outer voice, must rise to the Tonic, and the 
seventh (F) necessarily falls to E. The same thing happens at 6, although it 
is not so necessary for the leading-tone in that example to resolve to the Tonic, 
occurring as it does, in a middle voice. At c, the Jifth in the Seventh accord 
is omitted, the fundamental being doubled instead, thereby making the chord 
of resolution complete. 

In the following examples (451) the Soprano of the Tonic-triad has the 
thii^d : — 

«. 3 better. C. 



4.51. 




The entrance of the Seventh accord at a, Example 451, is not very good, 
although sometimes used. That at h is better. At c, the leading-tone (Grjjl) 
appearing as a middle voice, can fail to the Jifth in the chord of resolution for 
the sake of greater fullness. 
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Example 452 shows the entrance of a Dominant Seventh accord after the 
Tonic -triad with the fifth in the Soprano. 




Although the entrance at a is often used, those at h and c are to be regarded 
better. At the chord in parenthesis may be used, should a firmer close be 
desired. In the foregoing, as well as in the following examples, it will be found 
useful practice to place the voices of the Tonic-triad in open position and then 
effect the entrance of the Dominant Seventh accord. 



ENTRANCE OF THE FIFTH-SIXTH POSITION OF A DOMINANT 
SEVENTH ACCORD AFTER THE TONIC-TRIAD. 




8 



h. 



-0- 



-0- 



3 i 



6 
5 



6 
5 



9^ 



6 
5 



' — ^: 



d- better 




Though used, the examples at c and f are not entirely unobjectionable, for 
the reason that all the voices move in similar motion, in addition to the suc- 
cession of fifths, which latter are usually acceptable on account of the second 
one being a minor fifth. A better entrance is seen at d, e and g. 

As the Bass of this position* of the Dominant Seventh accord is always the 
leading-tone^ it follows that that voice cannot be doubled, as in Example 454 ] f 
it were doubled, open octaves would necessarily result, for the leading-tone, as 
SAch, has only one progression, — that to the Tonic: — 





r J ^ 








/5? i 
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ENTRANCE OF THE THIRD-FOURTH POSITION OF THE DOMINANT- 
SEVENTH ACCORD AFTER THE TONIC-TRIAD. 




(9 • 
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ENTRANCE OF THE POSITION OF THE SECOND OF THE DOMINANT- 
SEVENTH ACCORD AFTER THE TONIC-TRIAD. 



8 




2 



\ ^- 
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APPLICATION OF SUSPENSIONS IN CONNECTION W^ITH THE 

DOMINANT SEVENTH ACCORD, 

A suspension applied to the entrance of the Dominant Seventh, accord after 
a triad must observe all the rules already given (see page 141). 

I. The note of preparation must be consonant and as long or longer than 
the dissonance, 

II. The attack of the dissonance must he accented. 

III. The resolution of the dissonance must be degi^ee-wise downward. 

In No. 451 we present a few examples of suspensions applied to the entrance 
of the Fuudameutal position of the Dominant Seventh accord after the triad 
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of C major. Upon e^ery voice which falls degree- wise in this entrance, the ap» 
plication of suspensions may be effected, e. g, 

8 



4.- 5 '2'. 




7 
4 



7 

6 
3 



5 
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As the entrance of the Seventh accord in Example 458, takes place with 
ascending voices, it follows that classical suspensions cannot be applied: — 



4.5S. 
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4=60. 



C. 710^ very good : 



d. 
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-1^— j— — 




— 1 1 

— l-b^ — 1— >>r: 








^ — 






^ — 




— 1-b 










At 6, Example 460, the C does not become dissonant by being bound, there- 
fore no resolution is necessary. The Bb is only a subsequent-seventh, and the 
example can not be regarded as a suspension. We understand by suspension 
a tone which, by becoming dissonant, determines for itself a certain fixed pro^ 
gression or resolution. On the contrary, a bound or retarded tone (as at b) 
which remains consonant^ can spring to any other consonance or progress de- 
gree-wise in either direction. The example at c is rather objectionable on ac- 
count of the prominence of the progression of fifths. The example at d is 
better. 
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A few examples of suspensions upon the entrauQe of the Domina,nt-Seventh 
accord in its other positions are seen in No. 461. 



Fifth-Sixth A ccord : 



Third-Fourth Accord : 

" J I 



Second Accord : 



19- 



22: 



5 
4 



6 
5 
3 



is: 



is: 



7 6 
4 — 

3 — 



1 



— — 

6 — 

5 4 

2 — 



:s: 



2z: 



APPLICATION OF SUSPENSIONS IN THE RESOLUTION OE THE 

SEVENTH ACCOED. 




a. 



KB. 



igzi: 



c. 



N.B. 



15^ 



9 8 



9 
4 



3 



I 



IS' 



ISEZIT-lE 



22: 



In the above examples (5 and c) the suspensions at N.B., violate the rule 
which says that the note of preparation must be consonant ^ as it will be seen 
here that the seventh (the dissonance) is used as the note of preparation. In 
the modern or romantic style of composition, all dissonances, under proper con- 
ditions, especially those, which, on account of their mildness, are allowed to 
enter free, may be used as notes of preparation to suspensions.''' 



* According to this, not only the above, but the following examples also aie acce]>t- 
able. 




In Example 463, ih.Q fundammial (at a) and the fifth (at b) in the diminished triad 
of B are nsed as notes of preparaUon in suspensions. At c and d, the original fifth in 

the augmented triads (0, E, G#and G, B, Dt) is used in the same capacity, and, like 
most augmented intervals, it is resolved upward. So also in the Chord of the Aug- 
mented Sixth, Chord of the Third, Fourth and Augmented Sixth, and Chord of the 
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Fifth aiid Augmented Sixth, (see pages 127-8), the degree-wise progressing voices n ay 
serve as notes of preparation to suspensions, according to this modern license, e. c . 



4L64. 




It will also be proper at this point to add examples of various other suspensions 
which are characteristic of the modern or romantic style of composition. We allude 
to those whose resolution take i^lace upward, also to double suspensions with a simul- 
taneous ascending and descending resolution. 



Suspensions with ascending eesolution. 



Susp before the fundamental 



before the third : 



d. 1!^ 



I i I 



before the fifth 



6 
4 



5 
3 





5 — 
3 — 



7y 



5 — 
2 3 



A 5 
3 — 



-19- 
4 .-S 

3 — 



before the fund, and third 



iTie /imii. SMrtZ and fifth. 
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Suspensions with simultaneous ascending and descending eesolution. 



before the fund 



-g^ — 



before the third 



the fifth'. 







'f9 



is: 
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Through the adoption into the practical science of Harmony of the above and simi- 
lar suspensions, a thing which may be unhesitatingly done, inasmuch as they enter 
and progress as regular dissonance formations, we make a long stride forward in clear- 
ness, comprehensiveness and freedom ; for, not only all former-used harmonies, but 
even the most remarkable combinations and chord-successions of our modern music 
find herein their explanation and vindication. It discovers to the intelligent compos- 
er an almost inexhaustible mine of new harmonies and successions, establishing theo- 
retically at the same time the natural limits of all the explanable and reasonable dis- 
sonances which it is possible to form. 
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The following examples exhibit triple suspensions in connection with the res- 
olution of the Seventh accord. At a, one of the suspensions is resolved up- 
ward (B to C), and at 6, both J) and B are resolved upward. These are the 
exceptions alluded to in connection with the rule on page 150 (the suspension 
of the seventh and ninth before the octave). Both of these suspensions are to 
be found in classical compositions, but are termed by some theorists, Anticipa- 
tioji;^ i. e., one part of the chord (the Bass, here) appears before the others, 
thus anticipating what finally occurs. We see no objection to calling these 
examples suspensions, therefore present them under this head, e, g. 
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Similar suspensions can be employed upon the entrance and resolution of 
most Seventh accords of other construction than the one used in this chapter, 
provided always that the same conditions are present. The work of the pupil 
at this point should be to place the Tonic-triad of any chosen key in its open 



* Anticipation. — In a consonant or dissonant accord there sometimes appear one ormore foreign 
tones whioli acquire an intelligible harmonic status only in the chord immediately following. 
Such a procedure is termed Anticipation, inasmuch as one or more voices anticipate the tones of, 
or assume their places m the new harmony before we expect the entire chord, (see ^ in Ex. 469). 
Their entiance and progression is degree or spring-wise at will. Some of the following examples 
are no longer strange, while others might find their vindication only in the peculiar expression or 
voicing sought after in each individual case, such as, for example, passion dominating reason, or 
stubbornness resisting customary usage, etc. 
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and close positions, alternating between the third, fifth and octave as vpper 
voice, a.nd then effect the entrance of the Dominant-Seventh accord of that 
key, with suspensions applied to any voice or voices admitting it. Suspensions 
may afterward be applied to the resohJion of this Dominant Seventh accord. 
Practice in writing and playing these examples in different keys is to be thor- 
oughly pursued. 





CHAPTER XXVI. 

ENTRANCE OF THE DOMINANT SEVENTH ACCORD AFTER OTHER 

TRIADS COMMON TO THE SAME MODE. 

Thus far, we have only shown in what manner the Dominant Seventh accord 
can enter after the Tonic-triad of the same mode. Inasmuch as this chord can 
enter free; i. e., spring or degree-wise, it can also enter after every other triad 
in the same mode, as we shall see in the following examples. For the sake of 
brevity, we shall present some of the most important examples only, leaving 
the pupil to further develope the subject by different placing of the voices, and 
practice in different keys. 

Having already made use of the Tonic-triad (0 major) we will comn^ence 
here with the entrance of the Dominant Seventh accord, in its Fundamental 
position, after the triad upon the second degree in the mode of 0 major, — the 
triad of D minor (Ex. 4^0). The mechanical process is the same as in triad- 
succession: after the position and placing of the voices of the first accord have 
been determined and written down, the Bass of the Seventh accord should 
next be added; then, of the remaining voices, write down such as are to be re- 
tained, and, finally, lead the progressing voices to the nearest tones yet neces- 
sary to fill out the new accord. It is not to be expected that the pursuance of 
this simple mechanical rule will always prevent faulty voice-leadings, but it will 
be found to diminish the liability to faults, and the difficulty of chord-succes- 
Bion in general 
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Examples of the entrance of the Fifth-Sixth and Third-Fourth accords aficT 
the same triad (D minor) are to be seen in ISTo. 471. 
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The entrance of the Second accord after D minor, as at a, Example 4T2, is 
not to be recommended, although the process above given is fullj carried out. 
The reason for the bad effect is to be found in the fact that the dissonances 

(F, G and F, B) are approached in similar motion. This should be avoided, 
where practicable, in order to secure a purer harmonic structure. Contrary 
motion is the best means thereto, as will be seen at 5, where the success'<m is 
entirely acceptable, although no connecting tone is present, e. g. 
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Li^rfiANCE OF THE DOMINANT SEVENTH ACCORD AFTER THE TRIAD 
UPON THE THIRD DEGREE OF THE SAME MODE. 

Each of the four positions of the Dominant Seventh accord can be easily 
entered after the triad upon the third degree, the voices of which may be 
placed with the octave ^ third or fifth as Soprano, and in open or close posi- 
tion, e. g. 
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AFTER A TRIAD OK THE FOURTH DEGREE OF THE SAME MODE. 

Here occurs a chord-succession (F — G) which, in triads, is totally without 
connecting tones, therefore, one of the especially difficult cases. The sncccs- 
Bion of the F major triad and G major with the additional minor seventh, 
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however, yields one connecting tone, (F) nevertheless, octaves and fifths are to 
be carefully guarded against, e, g. 



■EST 
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At N.B. 1, Example 414, the Bass would be faulty if allowed to progress 
to the upper B, in parenthesis, because the F and B form an unmelodic inter- 
val (Tritone). The progression is therefore better from F to B below. K% 
N.B. 2, the upper voices are allowed a freer leading for the purpose of secur-^ 
ing a firmer close. 



AFTER A TRIAD UPON THE SIXTH DEGREE. 
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AFTER THE SEVENTH DEGREE. 

The diminished triad is most acceptable in its Third-Sixth position, and 
when used four-voiced the third is usually doubled as in the following 'exam- 
ples: — 
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The example at d (416), although not very good, is certainly better if the 
Bass commences with the upper D, rather than with that in the parenthesis, 
as the dissonance (F, G) is best approached in contrary motion. 
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CHAPTER XXVII. 

CONCERNING THE ENTRANCE OF THE DOMINANT SEVENTH ACCORDS 
OF DIFFERENT MODES AFTER ANY CERTAIN SELECTED 
TRIAD. A NEW CONTRIBUTION TO THE PRE- 
CEDING TREATISE ON MODULATION. 

Our next attempte will be to see if any and every Dominant Seventh accord 
can enter, with good voice-leading, after a single determined triad. We will 
choose for this purpose the triad of 0 major, and the attempt will be made to 
enter the Dominant Seventh accord of every other mode after this triad. 

If the leading of each individual voice cannot be effected in a natural, flow- 
ing manner, then the whole entrance of the chord must be rejected, (the un- 
melodic progressions are here, as everywhere, augmented and diminished inter- 
vals, the major fourth (tritone) and major seventh). 

In these experiments it will be found that not every position is favorable to 
the accomplishment of the desired result; with some positions it is possible 
and with others impossible. The chosen triad may be placed in its Funda- 
mental, Third-Sixth or Fourth-Sixth position, with the octave, third or Jifth 
as upper voice, and the attempt then made to enter the desired Dominant 
Seventh accord in any one of its four positions (7, | or J). This, it will be 
seen, gives a great variety of ways which may be experimented upon. We 
present here a few examples, and, for the sake of a better survey, we will take 
each key in chromatic order; for example, the 0 major triad will be first fol- 
lowed by a Dominant Seventh accord upon (not of) C (4^*1). Second, the 
C major triad will be followed by a Dominant Seventh accord upon C;^, and 
so on. The resolution in each case will be to the Tonic-triad of the key to 
which each Dominant Seventh accord respectively belongs. The mechanical 
process is as follows: — 

1. Write down the triad determined upon as the starting-point (C major, 
here) in any position at will. 

2. Write down such tones of the desired Dominant Seventh accord as are 
common to both chords, if there be any. 

Remaek. — Tones to be chromatioally altered must be retained in the same voice, (see 
Ex. 478. See also Cross Belation, page 110). 

3. Cause each progressing voice to move to its place in the Seventh accord 
by means of a melodic step, and avoid even covered octaves and fifths where 
possible. 
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C MAJOB TEIAD FOLLOWED BY A DOMIKANT SEVENTH ACOOED UPON C. 
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At a, Example 47 1, instead of retaining the E and Gr in the same voices 
(Soprano and Tenor), as might have been done, a simple exchange is made, 
thereby increasing the melodio effect. The same remark applies at 6. The 
other positions may be easily accomplished, our object here being only to indi- 
cate the process sufficiently clear to aid the pupil in his own experiments. 

C MAJOR TEIAD FOLLOWED BY A DOMINANT SEVENTH ACOOED UPON C| 
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It will be observed that in Example 478, all the tones to be chromatically 
altered are retained in the same voices. The modulation in Example 4*18, as 
\v ell as that in many of the following examples, is to be found in modern com- 
positions only. 

C MAJOB TEIAD FOLLOWED BY A DOMINANT SEVENTH ACOOED UPON Db. 
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FOLLOWED BY A DOMINANT SEVENTH ACOOED UPON D. 



4SO. 
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The modulation from a Tonic to the key of its Dominant occurs very rre- 
queiitly, therefore its fuller development here (480). The entrance of the Dom- 
inant Seventh accord upon D after the other positions and placing of the 
voices of the C major triad will be found comparatively easy. As this mod- 
ulation is also often employed in minor modes, we present a few examples :^ — 
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At d, (481) the Seventh accord appears with the fifth omitted, and the 
fundamental doubled. As already remarked, this is always allowable and 
especially so if bad voice-leading is thereby avoided. If the Seventh accord 
in this case had appeared with all its parts, after this placing of the triad, the 
voice-leading would necessarily have been as follows: — 




At «, (482) each voice is melodically led, except the Tenor which progresses 
from C to D|, an augmented second. This compels the rejection of the suc- 
cession with this leading. That at h is also objectionable on account of the 
unpleasant covered fifths. The leading at <i. Example 481, will be found most 
acceptable. Placing the triad (A) with the third as upper voice, the en- 
trance of a Dominant Seventh accord upon B will take place as follows (Ex. 
483):— 
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THE SAME MODULATION AS IN EXAMPLE 481, WITH THE FIFTH 

AS UPPER VOICE IN THE TBIAD. 
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We resume again our chosen order, and present now the 
C MAJOE TRIAD FOLLOWED BY A DOMINANT SEVENTH ACCORD UPON Eb. 
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DOMINANT SEVENTH ACCORD UPON E. 



C 

















1 


\» - 










— & — i 



4 
3 



E7 























— ^ 





DOMINANT SEVENTH ACCORD UPON F. 
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This is one of the doubtful successions on account of the progression of a 
diminished third in the Bass. It is used, however, to some extent by modern 
writers. From E to A|, however, is better, (see note in parenthesis). 

As we are ah'eadj famihar with the manner in which the 0 major triad may 
be followed by a Dominant Seventh accord upon G, (see Chapter XXY.) no 
farther example is necessary here. The next in order is that 
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It will be found necessary to double the third in the triad (see a, Ex. 492) 
in order to avoid the bad voice-leading shown at 6, in the Alto. 

As observed at the beginning of this chapter, our object here is not to ex- 
hibit all the ways in which the Dominant Seventh accord of different modes 
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may enter after a single given triad, but rather to hint at what is possible in a 
sufficiently jDointed manner to assist the pupil in accomplishing them alone. 
This work now is therefore to .select some other triad, for example, D major 
or D minor, and attempt the entrance of the Dominant Seventh accord of all 
other modes after this triad, according to the suggestions and examples above 
Bet forth. 

Thorough investigation and practice is suggested, as the subject is important 
and extensive, for, by the aid of the Dominant Seventh accord, as treated in 
the foregoing pages, we have a rich means in the sphere of Modulation. When 
a new key is reached by this means and it is desirable to firmly establish that 
key, it is only necessary to make use of the complete cadence, the same as in 
modulations with triads. For example, in a modulation from C to G|?, a dis- 
tance of six relative degrees, the Dominant Seventh accord to that key may 
succeed the triad of C, so that the new Tonic triad is reached almost instantly 
(see N.B., Ex. 493). A complete cadence may then follow and the key of 
Gb is firmly established, e. g. 
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The return modulation (Gb — C) may be effected just as speedily as that in 
Ex. 493, e, g. 

K.B. 1. K.B. 2. 
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The new key appears at N.B. 1, 494, and at N.B. 2 in the cadence we make 
use of the Dominant Seventh accord instead of the Dominant-triad. The 
character of the Seventh accord, being dissonant, and therefore demanding a 
resolution, indicates the succession of a Tonic-triad more decisively than does 
the Dominant-triad. 

As a fitting clos6 to this chapter, we present a chord-succession, in which, 
by means of Dominant Seventh accords, a modulation is effected to all keys, 
finally returning to the starting-point. This example thoroughly in the mind 
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and fingers will always prove itself valuable to the practical harmonist in en- 
abling him to modulate in a natural and agreeable manner from one key lo 
any other. Each successive modulation is to that key related in the third, and 
is elfected by means of the Dominant Seventh accord of each new mode For 
example, beginning with the C major triad, the first modulation will be to A 
minor (the key related in the third to Q major; by means of the Dominant 
Seventh accord of the new key (E, Gjjl, B, D), e. g. 
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The next modulation will be from A minor to that key related in the third 

to it (F major). The modulation is effected by means of the Dominant Seventh 
^ ' — ^ 

accord (C, E, Q, Bb) of the new key, e. g. 
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By carrying out this method of modulation the result will be as follows, — 
a passage touching every major and minor key, any one of which might be 
firmly established, if desirable, by the addition of a cadence, e. g. 
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4.09. 
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The enharmonic change at N.B. is necessary in order that the modulation 
may return to Cl}. 
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CHAPTER XXVIII. 

SECONDARY RESOLUTIONS OF SEVENTH ACCORDS. 

Heretofore, we have presented only the primary or principal resolution of 
the Dominant Seventh accord. In the present chapter it is proposed to dis- 
cuss the other, or, so to speak, secondary resolutions. We will employ for our 
examples the Dominant Seventh accord of the mode of C major or C minor 

(Gr, B, D, F), the primary resolution of which is to the triad, C, E, G or 0, Eb, G. 
Its resolution to any other triads than these would therefore be called, for the 
sake of distinction, secondary. The attempt will be made in the following ex- 
amples to resolve the Seventh accord to all the other triads common to the 
modes of C major and C minor. The principle already explained on page 162 
finds application here also, viz: — 

A tone which has already been heard with the dissonant accord, cannot he 
used immediately afterward as the resolution of any tone of that accord. 

Therefore, in attempting to resolve a Dominant Seventh accord (it applies 
as well to all other Seventh accords) into any chosen triad, the tones common 
to both chords must be used as connecting tones only, and no resolving or 
progressing voice in the Seventh accord is to be allowed to move to any one 
of these connecting tones. Consequently, those voices which do progress, must 
resolve themselves degree-wise to the tone or tones of the triad of resolution 
not to be found in the Seventh accord. 

RESOLUTION TO THE TRIAD ON THE SECOND DEGREE. 

To explain this more clearly, let us attempt to resolve the Dominant Seventh 
accord in C major (G, B, D, F) to the triad of D minor (D, F, A) situated on 
the second degree of the C major scale. The mechanical process is as follows: 
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1, Write down the Seventh accord, and, underneath it, place the letters of 
i^we triad to which it is proposed to effect a resolution, e. g. 

^ 



D F A 



2. Strike out such letters as are to be found in the Seventh accord, e.g. 



501 



ii F A 



3. The letters thus stricken out are to be used as connecting tones, e. g. 



BFA 



4. The remaining letters of the Seventh accord (G and B) are to be re- 
solved degree-wise to that tone (A) of the triad not common to the Seventh 
accord, e.. g 



503 



If the G were resolved to F, as in Example 504, it would be a transgression 
of the above principle, as the F has already been heard in the dissonant 
ciiord: — - 

not. 



504. 



The G is a progressing voice and must therefore resolve degree-wise to a 
tone not found in its own chord. Each tone of the Seventh accord is either 
to be bound or resolved degree-wise; no voice, in the secondary resolutions, 
is allowed to spring. 

RESOLUTION TO THE TRIAD ON THE THIRD SCALE DEGREE, 

The resolution of the same Seventh accord to the triad on the third scale 
degree (E minor) is effected in the same manner, viz: First, write down the 
Seventh accord, and, placing the letters of the triad of resolution underneath, 
strike out' such letters as are common to both chords, using these letters as 
connecting tones; finally, resolve the progressing voices into the letter not 
stricken out, e. g. . 
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* See foot-note on pa^je 1(51. 
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RESOLUTION TO THE TRIAD ON THE FOURTH SCALE DEGREE. 

The same process is always to be employed in experimenting with the differ- 
ent resolutions of a Seventh accord, and will be foiind an infallible guide as to 
what is possible and what is not possible. In this resolution Ave find only one 
connecting tone (F), therefore, the progressing voices of the Seventh accord 
have two tones in the triad to which they can resolve, e.g. 
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The F is bound, the D mmt resolve to C, the Gr to A, while the B mayx^ 
solve to C or A; best, however, to 0 because B is the leading-iouQ in the 
mode of C major. 

TO THE TRIAD ON THE FIFTH DEGREE. 
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It will be seen that all the tones of this triad (G, B, D) are common to the 
Seventh accord, therefore, all of them must be bound, and no tone remains to 
serve as a resolution for the F. The F cannot resolve to G, because that tone 
has already been heard; neither can it resolve to D, because that would be 
,sprin^-wise, while a resolution must always take place degree-yjw>Q, The con- 
clusion is, therefore, that the triad of G major cannot serve as a resolution of 
the Dominant Seventh accord upon G. 

TO THE TRIAD ON THE SIXTH DEGREE. 

None of the tones of the A. minor triad are. common to the Seventh accord 
upon G, consequently all the voices in the Seventh accord are progressing 
ones. Care, however, is necessary in order to avoid parallel fifths, of which 
there is a double liability here, as there are two fifths contained in the Seventh 
accord, (see brackets at a, and faulty resolutions at h and c?, Ex. 508). 
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If the voices of each fifth are led in contrary motion, the faults will be 
avoided. The G and D (fundamental and fifth) will be resolved as at 
Example 509, and the B and F {third and seventh) as at 6. The reunited 
Seventh accord with its proper resolution is seen at c: — 

a. h. c. 
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TO THE TRIAD ON THE SEVENTH DEGREE. 



sio 



Again, all the tones of the triad are found common to the Seventh accord, 
therefore, no resolution can take place, and beside, if the progression were to 
take place it would not be a resolution, because the triad is itself dissonant 
and requires a resolution. By chromatically altering the F, of the diminished 

triad, to F|[, however, we gain a consonant triad (B, D, Fjj;) which has one tone 
(Fjj;) not common to our Seventh accord. The B and J) may be bound and 
the Q and F be resolved to Fijf as in Example 511: — 



RESOLUTION TO THE VARIOUS TRIADS IN THE MODE OF C MINOR. 

The resolutions of the Dominant Seventh accord (the same for both C major 
and 0 minor) to the various triads in the mode of C minor which can be cor- 
rectly accomplished, are presented in Example 512: — 



(Primary reso- s 
lution to Tonic- \ 
triad in its Fourth- j To triad on the 
J. i viibu^iy itr.ouuu,tvuib. Sixth position. ' third degree. 



To fourth degree. To sixth deg. 




C Efe 0 



I* Afe C 



Ab C Eb. 



The resolution, or rather, going over of the Dominant Seventh accord to 
the diminished triad on the Second degree of the minor scale, cannot take 
place because no resolution of the third (B, here) in the Seventh accord is 
possible. The tones D and F, in the present case, may be bound, and the G 
resolve to Ab, but the B can go neither to Ab nor D, for both are more than 
a degree distant, e. g, 

not : 
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The resolution to the triads on the fifth and seventh degrees cannot be ef- 
fected because all the tones of each triad are common to the Seventh accord, 
thus: — 
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APPLICATION. 

Having shown the variety of ways in which a Dominant Seventh accord 
may be resolved, it is the purpose of the following examples to suggest in what 
manner these resolutions may be employed in the field of modulation. It will 
be seen that with their aid all of the near related and many of the most for- 
eign keys can be reached almost instantly, when, if desirable, the new key may 
be established by means of a cadence similar to those here used. 

Example 515, shows the entrance of the Dominant Seventh accord to C 
and its resolution to various triads in the mode of 0 major, together with suit- 
able cadences and occasional suspensions: — 



a. 



515. 



e; 



:s?: 



— I 



r7\ 



221 



-CI. 



G7 



D 



G7 



E 




Example 516 shows the resolution of the same Dominant Seventh accord to 
various triads in the mode of C minor, accompanied by cadences. 



5ie 
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The scope of these resohitions may often be extended by simple chroma.tic 

alterations. Thus, the example at &, (515) may be changed to a modulation 

to E major (see a, Ex. 511);or,that at a, Example 516, may be changed to a 

modulation to '& minor (see 6, Ex. 51 1). 

ct' I II /TV 6- I 




9^- 



7g — 



G7 E G7 Efe 

The exercise of the pupil at this point should be to select ajdifferent Dom- 
inant Seventh accord, for instance that in the mode of F (C, E, G, Biz) and at- 
tempt resolutions to the various triads in the modes of F major and F minor 
in the manner indicated on pages 183 — 186. Then these resolutions should 
be employed in short modulatory phrases, with cadences, similar to those in 
Examples 515 to 51t. Other Dominant Seventh accords may then be chosen, 
upon which to practice the various resolutions, and the subject pursued until 
fully comprehended. 



CHAPTER XXIX. 

DECEPTIVE PROGRESSIONS. (DECEPTIVE CADENCES.) 

The musical instinct awaits the resolution of every dissonant accord to an- 
other which is consonant. When, however, a dissonant accord, instead of 
coming to a point of rest in a consonant accord, goes oner (not resolves) to an- 
other dissonant accord, the procedure is termed a deceptive cadence or pro- 
gression. Here, as everywhere, the voice-leading must be free from unmelodic 
steps, parallel fifths and octaves, and cross-relations. In our illustrative ex- 
amples, we shall make use of the Dominant Seventh accord as in preceding 

pages, (Gr, B, D, F), and the proposition will be to follow this accord with the 
Dominant Seventh accord upon various other tones in chromatic order, ( C, CJf, 
D|7, D, etc). 

If, instead of the expected resolution^as at a, Example 518, the tone B in the 
Seventh accord goes over to the original minor seventh in the second^ 
chord, as at b, the result is the formation of a new dissonant accord and the 
progression would be termed a deceptive cadence^ e. g, 

a. * h. 

^ ^ ■ ^ ■ 

G7 07 



* See footriiote, page ICl. 
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The mechanical process here is very similar to that set forth in connection 
with the secondary resolutions of a Seventh accord. 

1. Having written down the Seventh accord and placed underneath it the 
letters of the Seventh accord to which it is proposed to attempt the progres- 
sion, proceed to strike out such letters as are common to both chords, e. g. 



510 



0 E (3Bl2 

2. Bind or write down the tones common to both chords and those to be 
chromatically altered, e, g. 



3^ 



0 E0 Bbr 

3. Progress the other tones degree-wise to their places (to the tones not 
stricken out) in the new accord, e. g. 



531. 



0E(^ Bb 

It will be found that with some positions of the first accord, the proposed 
progression cannot be accomplished without faulty voice-leading. All positions 
should be tried, and if all are attended with faults, nothing remains but re- 
jection 

The progression from our chosen Dominant Seventh accord to that upon C|f, 
the next tone in order, is seen in Example 522: — 



CS Ef GJ t 

While the enharmonic change (F to Ett) may be unobjectionable in instru- 
mental compositions, it is not to be recommended in vocal. This distinction is 
applicable to some other progressions given below. 

Without pausing to explain the treatment of each example, as in the above, 
we give at once, in No. 523, various progressions of the same Dominant 
Seventh accord to like accords upon other tones: — 



533 



Mr 




G7 Db7 G7 DT G7 El27 G7 E7 G7 F7 07 r#7 



533 
2>. 




122 



a7 



GIzT G7 G$7 G7 Afe7 G7 A7 G7 Wl 07 B7 
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Such striking and often harsh sounding chord-successions as we have here 
indicated are of course peculiar to modern composition, and are not to be em- 
ployed except where this identical striking effect is sought after. As remarked 
in connection with the more remarkable ^na6?-successions, they are, like spice, 
to be used sparingly. It will be self-understood that they are not appropriate in 
compositions of an earnest religious character. 

We close this chapter by presenting the beginning of a succession of Dom- 
inant Seventh accords, leaving the student to set forth and complete the exer- 
cise. The passage begins upon the triad of C major and should end upon this 
triad, but, to this end, an enharmonic change will be found necessary at some 
point in order to finally reach the Ct[ again (see further explanation on page 
143). 

The chord-succession alluded to is to be constructed in the following 
manner: — 

Ail the voices of each Dominant Seventh accord, excepting the third, are 
given i\\Q\v primary resolution; i. e.i 

The Bass falls a major fifth ; 

The Seventh falls a diatonic half-step; 

The Fifth falls a whole-step; 

The thii'd, however, instead of resolving a half-step upward to the Tonic or 
falling to the fifth as in the primary resolution, falls a chromatic half step to 
the minor seventh of the new fundamental, thereby forming a new Dominant 
Seventh accord. When writing this passage four-voiced, the fifth is of neces- 
sity omitted in each alternate accord, e. g. 



11 1 1 


















etc. 










'^=^ 













If another voice be added, as in the following example, the fifth may be 
caused to appear in each accord. 



535. 



f^ 111) 










— — 










^) t - 


e 


tc. 




^'z?- 


^ 










• — I — 


— ' 
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CHAPTER XXX. 

CONCERNING OTHER SEVENTH CHORD FORMATIONS. 

The proposition at present before us is the consideration of all those Seventh 
accord formations which cn,n arise from the combination of the natural or stem- 
tones {i.e.^ without chromatic alterations) of any major or minor mode,— -how 
they may eMter and progress or resolve. 

I. A Seventh accord may arise when a subsequent-seventh follows the 00 
tave or fundamental in a triad, e. g. 



a. &. 




C C7 0 CT 



Upon the entrance of this subsequent-seventh (B) the triad (C, E, G) is 

changed to a Seventh accord, (C, E, G, B). A subsequent-seventh enters in 
the character of a passing-note, and, unless the sharp effect given by an accent 
is specially desired, it is milder unaccented. 

The resolution of these Seventh accords is effected in the same manner as 
the Dominant Seventh accord already discussed. The primary resolution will 
be used in the immediate following examples and the secondary farther on. 

The primary resolution of the Seventh accord in the example at a, No. 526, 
will be as follows: — 





1 — <&- — 1 






8 7 
-(5?- 






— ^ 


ptr- — 1 




0 C7 


F 



The Bass (C) falls a major fifth (to F), and upon this tone a consonant 
triad is to be formed. The seventh (B) therefore falls a degree (to A); the 
third (E) occurring here as the leading-tone in an outer voice, resolves to the 
Tonic (to F) and the fifth (G) falls best to the Tonic (to F). If the third 
(E) had appeared as a middle voice it might have been resolved downward to 
the fifth of the triad for the sake of the greater fulness, the same as in the 
Dominant Seventh accord. 
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If, no^, a subsequent-seventh follow the octave of this triad of resolution 

(J\a7^^)j another Seventh accord arises which is to be treated in a similar 
manner, e. g. 



53S. 







. ^ 7^ 






M 




G. 












^-1= 


— g 





The triad at N.B., being dissonant, is not to be regarded as a resolutions-^ 
although all the voices are moved as in a resolution^ — but rather as a pro- 
gression of the Seventh accord. The tri-tone in the Bass is by itself objec- 
tional)le, but the purpose of this, as well as the use of the diminished triad,will 
appear in the next example in enabling us, by perpetuating the sequence, to 
form a passage in which shall appear all the Seventh accords possible to the 
stem-tones of a major or minor mode, e. g. 



J- 



f7\ 



8 7 8 



8 



8 7 





y — 


— ^ 






1 'V' 
















CP. 










0 07 


F E7 


Bo Bo'' 


J E e7 


A a7 


D d7 


G G7 


0 



The above example shows the entrance and progression or resolution of 
every Seventh accord in the Normal modes of C major and A minor. This ex- 
ample, as well as those to come, may be easily caused to appear in the similar- 
named minor mode (C minor) by simply adding the proper signature (three 
flats here), and using only the stem-tones of that mode (C, d, eb, f, g, ab, bt?, C), 

except in the cadence, in which, according to universal custom, the Dominant- 
triad with or without seventh should be mq/or, thereby necessitating a chro- 
matic alteration of its third, e. g. 



J ! 1 1 I 












-^-^ 










Mm 




Jci 




— 










tr ' — ^ 

8 7 


8 7 


8 7 


1 — 

8 7 


8 7 


8 7 


8 7 


1 — 0 — ■ 




)^ ■ 


— 






[ & 










) 










(9 







c7 F e7 Bb Bi27 Ejj Eb7 Afe AI77 do do7 G G7 0 



Examples 531, 532 and 533, in major, presenting similar passages com- 
mencing with different placing of the voicesi, should be converted into minor 
as in Exampk &30, and both major and minor practiced in various keys. 
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-L 



(5? 



1 I r r 

8 78 78 7878 78 78 



i 

7 



1 



C 



7 F — 7 Bc — 7 E — 7 A — 7 D — 7 a --7 C 



533. 



5^ 



it 



— ;^ 



— (S*- 



I — ^ 



8 7 8 7 



, 0 —7 F —7 BO —7 E —7 A — 7 D — 7 G —7 G 

The subsequent-seventh may appear in the Bass after the fundamental of 
the triad, as in the following example. The resolution however, will be to a 
Third-Sixth accord. 



533, 








Gf- 




























1 









G — 7 F — 7 BO —7 E — 7 A — 7 D — 7 G —7 G 

II. ENTRANCE, PROGRESSION AND RESOLUTION OF SEVENTH 

ACCORDS WITH BOUND SEVENTH. 

When the seventh is bound, as in the following example, all Seventh accords 
may enter, the liarshest as well as the mildest; — 



534.. 



• ^~ 



G C7 F 

With the entrance of Seventh accords in this wise, according to classical 
rule, the seventh is to be treated exactly like any bound dissonance: 

1. The bound seventh must have been consonant in the preceding or pre- 
paration accord. 

2. The preparation-note or consonance must be as long or longer (not 
shorter) than the hound seventh or dissonance. 

3. The attack of the bound seventh must take place upon an accented meas- 
ural-division. 
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4. The resolution of the seventh must be degree-wise and the whole accord 
the same as usual. 

The following examples exhibit the entrance and primary progression or 
resolution of all the Seventh accords (Fundamental position) with a bound 
seventh which can be formed with the stem-tones of a Normal major or minor 
mode. The examples begin with the octave, third and fifth as upper voice re- 
epectively. 



535. 




- -^O^ :^ ^ >^ -H. 

^ 



1 



53e. 



F7 



p7 



C7 



Bo7 



-t- 



3? 



a7 



— J-^ 
G7 — C 



SB 



7 7 7 



7 — 



-2^ 



F7 



e7 



d7 



C7 BO 7 a7 



G7 — D 



53r. 



I 



i II! 



LIS?" 



1- 



-J.-. 



7 7 



7 — 



F7 



e7 



d7 



07 BO 7 



a7 



G7— C 



ENTRANCE AND RESOLUTION OR PROGRESSION OF BOUND SEVENTH 
ACCORDS IN THEIR FIFTH-SIXTH POSITION. 

Making use of the same sequence form as in Example 534, each triad will 
be succeeded by a Seventh accord in its Fifth-Sixth position, e. g. 



53S. 





J — 












— — 

-1 



6 
5 









(22 ■ 




07 



The mechanical process succeeding the writing down of the triad is as fcl 
lows: — 
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1. The Bass (the original third) of the Seventh accord is to be first written 
down. 

2. That tone of the triad which is to form the seventh is to be bound. 

3. The remaining tones of the triad are to assume the unfilled places in the 
Seventh accord. 

It is not to be forgotten that the entrance of the Seventh accord with bound 
seventh is in all positions to take place accented. If we give the Seventh ac- 
cord in Example 538, its primary resolution, the fundamental (C) will fall a 
fifth to r, upon which a triad will appear, e. g. 



539. 

























5 











— 1 




2i--=i 

















Now, if after each triad resolution we cause a new Seventh accord to enter in 
the above manner, we shall have a passage giving the entrance and progres- 
sion or resolution of the Fifth-Sixth position of every Seventh accord possible 
to the stem-tones of a major or minor mode, e. g. 

! II I ' 




:z2 



6 

5 



6 
5 



6 
5 



6 



6 
5 



6 
5 





1 






















1 


A • 








^ ^ - 




— «5? 







¥7 e7 d7 C7 bo 7 a7 G7 — .p 

Examples with different placing of the voices; ^. e., with the octave or Jjfth 
as upper voice in each triad, we commence only, leaving it to the pupil to 
set forth and finish them, e. g. 



54:1. 




3^ 



6 
5 



5s: 



etc. 



6 
5 



F7 



e7 



54.3. 
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ENTRANCE AND RESOLUTION OR PROGRESSION OF BOUND SEVENTH 

ACCORDS IN THEIR THIRD-FOURTH POSITION. 

The Bass of the Seventh accord will be its original fifths the seventh will 
oe bound as before, while the two remaining members {fundamental and third) 
are to be reached from the triad as melodically as possible, e. g. 



54.3. 




— r 

— I- 



12: 



4 

3 



5^ 



07 



primary resolution {fundamental falls a fifth) will be to the triad of 
F, e. g. 



"ST 



4 
3 



on F 



If we perpetuate this sequence the result will be a passage showing the en- 
trance and resolution or progression of all the Seventh accords, in their 
Third-Fourth position, in a major or minor mode, e. g. 




54.5. 



4 

3 



4 

3 



3 



4 

3 



4 
3 



4 

3 



4 

3 



E7 



e7 



d7 



07 



Bo 7 



G7 



J — 



Examples 546 and 541, with octave and fifth as upper voice of the triad 
respectively, are to be completed by the pupil: — 



54.e. 
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547. 




?2- 



4 

3 



4 
3 



etc. 



E7 e7 

ENTRANCE AND RESOLUTION OR PROGRESSION OF BOUND SEVENTH 

ACCORDS IN THEIR SECOND POSITION. 

In this case the Bass of the Seventh accord will be the original seventh, 
therefore, that is the voice to be bound. In order to have the bound seventh 
to appear as the Bass, it is necessary that the same tone shall have been 
the Bass in the preparation triad. Thus, in the same succession which we 
have previously used* in the illustrative examples (Nos. 534, 538 and 543), 

viz', G major triad and the Seventh accord, (C, E, G, B), the seventh (B) 
must have been the Bass in the triad of G, thereby causing that triad to ap- 
pear in its Third-Sixth position preparatory to the entrance of the Seventh 
accord alluded to, e. g. 




The voice-leading in the entrance of the Seventh accord in the above posi- 
tion should be as follows; — 

1. Bind the seventh. 

2. Lead that voice of the triad which can most naturally move to the fun- 
damental of the Seventh accord. 

8. Cause the remaining tones of the triad to assume the still vacant places 
in the Seventh accord. 

The primary resolution of the Seventh accord will take place when the 
fundamental falls a fifth, upon which new tone a consonant triad is formed, e.^, 




C7 F 

Inasmuch as the preceding resolution (Ex. 549) yielas another Third-Sixth 
accord, its Bass can again be bound and become the seventh of a new Seventh 
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accord. Continuiug in this manner, a passage will be formed exhibiting the 
entrance and resolution or progre^^sion of the second position of all the 
Seventh accords common to the stem-tones of a major or minor mode, e. g. 




6^2 6 6 2 



(9- 



(9- 



0 F7 e7 A d7 G C7 F b^7 e a7 d G7 — 0 

A similar passage may be formed with the fifth as upper voice of the triads. 
The pupil should complete the following example: — 



551. 



n /5? ^ ^ J J 










-^-^ 




6 


1 

2 6 


Li^: ^ L 

2 6 etc. 












— 7:1 — 


0 


t=F: 

F7 


e7 a 



FURTHER TREATMENT OF BOUND SEVENTH ACCORDS. 

EIJTEANCE OF THEEE DIEFEEENT BOUND SEVENTH ACCOEDS AETEE A SINGLE DETEEMTNED 

TEIAD. 

Thus far the bound Seventh accord has each time entered in the same man- 
ner, i. 6., by the fundamental of the preparation-triad falling a fifth. Thus, 
the bame tones in each example have served as bound sevenths. 

We remark now that each tone of any triad (its fundamental^ thirds fifth 
or octave) may he used as the hound seventh in a following Seventh accord. 

I. For example, if the fundamental of a triad be chosen as the tone to be 
bound, then that tone is the first to be written down, e. g. 



5513. 











-at-- 


2 

— 1— 











The chord, of which the bound tone (C) is the seventh, is composed of the 

tones J), F, A, 0, consequently, the three remaining voices in the triad (So- 
prano, Alto and Tenor) are to be led as melodically as possible to the three 

tones O), F, A — ) necessary to complete the Seventh accord, (see a, Ex. 553.) 
The leading at b is not so good on account of the covered fifths. The pri- 
mary resolution is given in the following examples. 
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553. 



a. I 



^ 2 



6 



d7 G 



G 



d7 



II. If the third (E) of the triad of C major be bound and used as the 
seventh in a following Seventh accord, that chord will be composed of the 

tones F, A, C, E. As before, first write down the tone which is to become the 
seventh, then such tones, if there be anj, as it is possible to retain, and, final- 
ly, progress the remaining voices to the still vacant places in the Seventh ac- 
cord. Different positions of the same Seventh accord are shown in Ex. 554. 



554.. 



'a 



6 
5 



\ 

3 



0 F7 B= 



III. Again, if fifth (G) in the triad of C major is used as the bound 
seventh in a following Seventh accord, that accord will consist of the tonef 

A, 0, E, G. Its entrance in different positions is given in Ex. 555. 



555. 




7 



6 
5 



4 
3 



G 



a7 d 



lY. Finally, if the octam (C) in the triad of C major is used in the same 
capacity, the Seventh accord will be formed of the tones D, F, A, C, e. g, 

] 



556. 



I 



3 



7 



1 



22: 



3- 



•^5* 25" 

6 
5 



7g" 



4 

3 

(9- 



0 d7 O 



The exercise of the pupil at this point should be to place the same triad we 
have here used (C major) with the fhird or fifth as upper voice, and in turn 
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use each voice as the bound seventh in a following Seventh accord. We give, 
in Ex. 551, the beginning of these exercises leaving the pupil to fill out the 
Seventh accords and add the primary resolution to each. 




Having worked out the above exercises, other major and minor triads should 
be used in the same way. It will readily be seen what a wide and important 
field is thus opened. 

ENTRANCE OF A SINGLE DETERMINED BOUND SEVENTH ACCORD 

AFTER THREE DIFFERENT TRIADS. 

In the above, three different bound Seventh accords (nt, FT, aT) were caused 
to enter after the same triad (0 major). As antithesis to this, a single deter- 
mined bound Seventh accord may enter after three different triads, or after as 
many triads as contain that tone which is to become the bound seventh in the 

Seventh accord. To illustrate this we will make use of the Seventh accord' 

^ «x ^ 

which stands on the first degree of the scale of C major, (C,E, G,B). The 
seventh (B) is to be found in three different triads common to the mode of 
C major, — 2^% fifth in the triad of E minor, as third in that of G major, and 
as fundamental in that of B diminished. It follows therefore, that the B in 
each one of these triads can be bound, and, by proper leading of the other 
voices, become the seventh in a following Seventh accord. The mechanical 
process is the same here as with the entrance of all bound Seventh accords, e.g. 



55S. 




22: 



7^ 



25t 



E 



07 



G C7 



07 



In the same manner the Seventh accords upon every other degree of the 
scale (see page 159) may each enter after the three different triads which 
chance to contain the tone, which, by being bound, may become the seventh 
in one of these Seventh accords. We give one more example (559) using that 
Seventh accord which stands upon the second degree of the scale of 0 major, — 

(D, F, A, C). The seventh (0) of this chord is found common to the triads of 
C major, F major and A minor, therefore, each one of these may be used as a 
preparation-triad to the same bound Seventh accord, e, g. 
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550. 




12. 



0 



3 



d7 



d7 



i 



d7 



i 



' It is suggested to the student to attempt the entrance of the Seventh ac- 
cords upon the remaining degrees of the scale (see page 159) in the manner 
set forth above. 

SECONDARY RESOLUTIONS OF THE FOREGOING SEVENTH ACCORDS. 

In connection with the Dominant Seventh accord many different resolutions 
of the same accord were exhibited, one of which was termed primary, and 
all the rest secondary. What was said there is only to be repeated here. 

A bound Seventh accord is capable of being resolved to every triad com- 
mon to its own mode, (also to some triads foreign to its own mode, though 
these latter naturally belong to the romantic style of composition), excepting 
such as are contained in the Seventh accord itself. The same as with the 
Dominant Seventh accord, the pupil can make these experiments himself and 
prove satisfactorily which resolutions are possible and which are not. We 

take for example, the Seventh accord (0, E, G, B) and the attempt will be made 
to resolve it to each of the triads common to the mode of C major. 

Bemaek. — As the Seventh accord we haye chosen cannot enter free, the ties will in- 
dicate its suj)posed preparation by means of a j)receding accord. 



5eo. 



9^ 



0^0 




A ^' ^ 



:p D r 



The resolution of this Seventh accord to the triads of 0 major and E minor 
cannot be effected, because all the tones of these triads are contained in the 
Seventh accord, (see principle and process laid down, pages 183-5). The pu- 
pil should now make the same experiments with the other Seventh accords 
common to the mode of C major. 

APPLICATION OF SEVENTH ACCORDS IN CADENCES. 

Instead of cadences formed entirely of triads, we are now able to employ 
Seventh accords also. 

We have already learned that upon the Sub-dominant we may use either a 
Third-Fifth {%) or Third-Sixth {%) accord. 

If we merge these two chords into one, a Fifth-Sixth accord (a Semith ac- 
cord in its Fifth-Sixth position) is the result, g. 
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561 



5 
3 



6 
3 



6 
5 



This Seventh accord, the Pifth-Sixth position of that Seventh accord upon 
the second degree of the scale of 0 major, may appear in a cadence in the 
following wise, (N.B, Ex. 562). 



563. 



6 

5 



Z2: 



r7\ 



ii 



d7 

As the Seventh accord above used does not contain a diminished triad it 
cannot enter free. It must therefore be bound, as here, or enter as a subse- 
quent-seventh, as in Ex. 563, (N.B). The primary resolution is used here. 



563. 





r— J \ 
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G — 


1 — ^ 1 




^ 


■ <y . 













D -7 

Example 564, presents another form of the above (563) and also a Seventh 
accord upon the Dominant : 



564r. 















- r 





















6 
5 



8 



r7\ 



d7 



We have shown in a previous chapter how two Seventh accords can suc- 
ceed each other. This may be effected here in the following manner, with or 
without the chromatic alteration, ( Ajz) which altered tone occurs in the minor 

Sub-dominant-triad (F, A}?, C), e. g. 



566. 
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The following examples in minor are to be filled out by the pupil in the same 
manner as the foregoing in major : 



56e. 
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6 
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In the following cadence it will be seen that the Seventh accord upon the 
Sub-dominant is resolved to the Tonic-triad in its Fourth-Sixth position (N.B). 
The unfinished examples are to be worked out by the pupil. 
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If any proof were necessary as to the correctness of the above resolution, 
(N.B.) the same infallible test may be applied as heretofore explained, e.g. 



56S. 
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All of the above cadences are to be thoroughly exercised in all keys, both 
in writing and playing. 

SUCCESSION OF SEVENTH ACCORDS. 

I. If the seventh in a Seventh accord be regularly resolved a degree down- 
wards while at the same time all the other voices remain in their places, a nmio 
Seventh accord arises. This may be termed a deceptive cadence, e. g. 
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If, now, the original seventh (C) of the second Seventh accord (dT) be re- 
solved a degree downward, while the other voices remain in their places, anoth- 
er Seventh accord will arise (N.B., Ex. 5t0). If this process is set forth, the re- 
sult will be a passage of continuous Seventh accords, each of which will be 
prepared by its preceding Seventh accord (see Ex. 510). It is to be under- 
stood that each successive accord, in the following exercises, is to remain in 
the same mode as its predecessor so that the original mode may not be depart- 
ed from : — 



i- 



^ — <^ — ^- 



t 



^1 



^5- 



6 
5 



4 

3 





^ 




~& ^— 










..: 1 : 
















._j (. — 


— Y 




0 


F7 d7 


B°7 G7 


-4 
e7 07 


a7 F7 


r 1 

I P 
d7 b°7 


M — ^ 

G7 — 


0 



Each Seventh accord in the above enters with a hound seventh, answering 
therefore to the strongest classical rules. This and the following similar ex- 
amples may be produced in 0 minor by applying the proper signature and us- 
ing a major Dominant accord in the cadence (see Ex. 530 on page 192). The 
exercise should also be worked out with octave or fifth as upper voice in the 
commencing triad. It Avill be noticed that each successive accord appears in 
a different position. Example 571, shows that the Fundamental position could 
not be used continuously, on account of the too perceptible octaves. 
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II. If the fifth and seventh in a Seventh accord are allowed to fall a de- 
gree each, while tho other voices remain in their places, a new Seventh accord 
with bound seventh arises, e. g. 



1 
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F7 b®7 



If the original fifth and seventh in the second Seventh accord (B®t) are 
allowed to fall again a degree, the result is another Seventh accord with bound 
seventh, and so on, ad libitum. 
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In the above example (513) the Seventh accords appear alternately in the 
Fundamental and Thkd-Fourth position. The following example presents the 
same succession, using only the Fundamental position ; the fifth is necessarily 
omitted in each alternate accord, e. g. 







' G>— 
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If a fifth voice be added, as in the following example, each Seventh accord 
will appear with a full complement of voices. 
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III. If the iMrd, fifth and seventh of a Seventh accord are caused to fall 
a degree while the fundamental remains in its place, the result is another 
Seventh accord with bound seventh, e. g. 
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This manner of Seventh accord succession does not permit working out fur 
ther than N.B., at which point the cadence begins. 

The same succession commencing with fifth as upper voice in the prepa- 
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ration-triad, may be set forth just as far as the preceding (N.B.),but beyond 
that point faults arise if three voices are caused to fall at once, g. 



i 
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7 
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Commencing with the third as upper voice in the preparation-triad, and 
faults arise immediately (see Ex. 5t8.) The two positions preceding (Exam- 
ples 5^6 and 511) are the only ones usable when three voices fall simultane- 
ously. 



578. 
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F7 G7 

Thorough practice of Examples 509 to 517 in writing and playing in all the 
different keys should here follow, to the end that these most vigorous of disso- 
oant accords may be perfectly understood and practically in hand. 

In compositions of the present day they are less and less employed, chiefly 
on account of the difficulty of their manipulation, — therefore, all the more 
reason for their careful study. 

SEVENTH ACCORD UPON THE LEADING-TONE OF A MAJOR MODE. 

The treatment of that Seventh accord which occurs upon the leading-tone 
of a major mode demands a few remarks. 

^ 

Tn the key of 0 major this Seventh accord consists of the tones (B,D, F, A) 
and its intervals are a minor thirds minor fifth and minor seventh. Its most 
natural resolution is to the Tonic-triad of its own mode, and, when given that 
resolution, the position of this Seventh accord is most acceptable when the 
original eleventh appears as upper voice, e. g. 



570. 
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The entrance of this chord is free, inasmuch as it contains a diminished tri- 
ad, and its entrance after any triad in its own mode is not difficult enough to 
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require any remark excepting that after the Tonic-triad. With this entrance, 
faults easily arise, to avoid which, the following is to be observed. Pirst of 
all, in order that the Seventh accord may appear with the original seventh as 
upper voice, the Tonic-triad will be best arranged if its Jifth is the upper voice, 
as in the succeeding examples. If the Fundamental position of the Seventh 
accord is to enter after this triad, it will be found necessary to double the third 
of that triad (a, Ex, 580) in order to avoid the faults alluded to, — parallel 
fifths as at c, Ex. 580. The same is to be remarked concerning the resolution 
back to the Tonic-triad, e. g. 



not: 
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The entrance of this Seventh accord in its Fifth-Sixth position after the 
same triad is especially worthy of comment since it yields a remarkable in- 
stance of parallel fifths^ — remarkable, because they are in this case entirely 
free from any crude or unpleasant effect„ 

Through all these pages, parallel fifths, as well as octaves, have been strenu- 
ously forbidden, for the very simple reasOn that their eifect in general is crude 
and disagreeable according to the musical instinct and intelligence of the best 
authorities. 

Kare examples of parallel fifths are to be found in the works of the great 
masters, but, in every instance they have been treated with masterly hands, so 
that their effect in these isolated instances is entirely acceptable. It very nat- 
urally follows that if in their use it requires the treatment of a mastefs hau.d 
to evade their consequent bad effect, such progressions are very properly ex- 
cluded from the efforts of pupils. For this reason we have forbidden theii 
use from the beginning to the end, and abided thereby in all our exercises, with 
the one exception we now present : 



5 SI. 




Another feature which makes this example all the more striking is the oc- 
currence of the parallel fifths in the outer voices, the most prominent of all 
It ought to be remarked that the exception here given, is characteristic of this 
chord only and in this one arrangement of its voices. The resolution, howe\'- 
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er, back to the same position (Fundamental) of the Tonic-triad is crude and 
unnatural, (see Ex. 582) and is, therefore, not used. The resolution in Ex- 
ample 581 will be found correct. 



fmlty: 



683. 



The entrance of the Third-Fourth position after the Tonic-triad may take 
place in the following manner :—- 



583. 
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To facilitate the resolution of this Seventh accord, the original seventh may 
be lowered a degree, while the other voices remain ; this results in a Dominant 
Seventh accord which is less confined in its progressions, e.g. 
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CHAPTER XXXI. 

THE DIMINISHED SEVENTH ACCORD- 

We have already alluded many times to the milder major mode, i e., a ma- 
jor mode with a minor sub-dominant-triad. 

If the Seventh accord standing on the leading-tone of the Normal major m^de ap- 

peaT,arranged according to this milder mode, it will consist of the tones B,D, F, Ab, 
and contain as intervals a minor third, minor fifth and diminished seventh. 
Taking its name from the last mentioned interval the combination is denomin- 
ated as above. This Seventh accord can be used equally well in all positions, 
and, on account of containing a diminished triad (two such in fact), it is allow* 
ed to enter free. Its positions are as follows: — 
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ENTRANCE. 

A few remarks in connection with its entrance after the Tonic-triad will be 
suflBcient to indicate the manner of its entrance after other triads. In Example 
586, the entrance at a, though sometimes used, is not to be recommended on 
account of the fifths, notwithstanding the fact that the second is a minor fifth * 
By doubling the third of the triad, the leading, in the entrance of the Seventh 
accord, will be purer, (&), e. g. 

h. 



1 



a. 



7 

















—5? — 



5 sr. 



O" allowable : 




h. not allowable : 



is: 



1 



1 



I 



I 



RESOLUTION. 

The most natural resolution of the Diminished Seventh accord, upon the 
leading-tone, is to the Tonic-triad, major or minor. To demonstrate the voice- 
leading we have recourse again to our former- used mechanical process: — 

5^8, 9' j 

c"e g 

The triad contains no tone which has been heard in the dissonant accord, 
consequently every voice is to be resolved degree-wise. This cardinal princi- 
pal cannot be too often repeated:^ — 

EVERY DISSONANCE MUST BE RESOLVED DEQ-REE-WISE. 

The leading of the voices in the resolution to the Tonic-triad is very similar 
to that in the resolution of the Dominant Seventh accord to the triad on the 



* The best masters frequently use fifth-successions, provided that the first is a major itnd tho 
eecond a minor fifth, {a, Ex. 587), but not the reverse <&) often enough to establish a license. 
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sixth degree, (see page 185). The fundamental and third are to be led up 
ward, and thej^^/i and seventh downward, otherwise, fifth-successions arise, e.^. 

CE G 

We may now present an example in which the Diminished Seventh accord 
is caused to enter after and resolve to the Tonic- triad, thus: — 



500. 
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If the Tonic-triad appears with its octave or third as upper voice, there is 
less liability of faulty voice-leading, both in the entrance and resolution of this 
Seventh accord, e, g. 
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In accordance with the voice-leading discussed above, the resolution of the 
Fifth-Sixth, Third-Fourth and Second positions of the Diminished Seventh ac- 
cord will be as follows: — - 
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In order to facilitate the resolution of a Diminished Seventh accord, the 
seventh may be lowered a diatonic half-step resulting in a Dominant Seventh 
accord, e. g. 

i 
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Upon the leading-tone in a minor mode a similar Diminished Seventh accord 
may appear. The conditions of its entrance and resolution are precisely the 
Bame as those already discussed. 
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Similar-named modes have one and the same Diminislied Seventh accord, 
as seen in Example 594. Its most natural resolution is to the Tonic- triad of 
either mode, e. g. 



V 



^ 



i: 



The resolution of the Fifth-Sixth, Third-Fourth and Second positions to the 
minor triad will be as follows: — 



— 
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The entrance of the Diminished Seventh accord upon the leading-tone of 
the mode of A minor after the Tonic-triad, and its resolution to the same 
chord is shown in Examples 596 and 597. 

not: correct: 
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I. A Diminished Seventh accord, in whatever position it is placed, (?, f , f , or s) 
is formed of tones which, in sound, stand in minor thirds one above the other. 
These same tones may be written in a variety of ways, but in sound they pre- 
sent only the interval of minor thirds. This ambiguity especially adapts this 
chord to the field of Modulation. In the following table, the same sounds 
g^re so written as to present four different Diminished Seventh accords. Their 
fundamentals are seen in the first line of letters underneath, and in the next 
line, the fundamentals of the respective Tonic-triads, major and minor, to 
which the Seventh accord will most naturally resolve: — 
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The object of this alteration is asfollows:— The Diminished Seventh accord 
always standee upon the leading-tone of a major or minor mode, therefore, in 
order to resolve it to the Tonic-triad of any chosen mode, the combination of 
tones forming the Seventh accord should be so written as to cause it to stand 
upon the leading-tone in that mode to which it is proposed to resolve. Thus, 
if we desired to resolve the combination of tones at <2, Example 598, to the 
Tonic-triad of A major or A minor we should write them as at 6, of the same 
example. The fundamental in that case would be G;:I, which is the leading- 
tone in the modes of A major and A minor, and the chord so written would 
most naturally resolve to the Tonic-triad of those modes. The same sounds 
written, jfs at c or d, resolve to still different triads, so that in all, a total of 
eight different resolutions becomes possible through these simple enharmonic 
changes, or, in other words, each member or sound in a Diminished Seventh 
accord can be regarded as the leading-tone to some major or minor mode, and 
the chord so written, without changing its sound, as to enable it to resolve 
naturally into four differenb major and four different minor Tonic-triads. 

To illustrate this more perfectly we will make use of the Diminished Seventh 
accord, in the above table, in a few modulations, and first, as written at a, 

(B;DrF>i?). 

To make the modulation more decided, the original seventh will each time 
be lowered a diatonic half-step, resulting in a Dominant Seventh accord, e. g. 




In the above example, the Diminished Seventh accord is so written as to 
cause it to stand upon the }eading-tone (B) in the modes of 0 major or 0 mi- 
nor. Its resolution is therefore most natural to the Tonic-triads of those modes. 

Again, if the Diminished Seventh be written as at Z), Ex. 598, G^B, D^), 
its fundamental (G;^) will be the leading-tone in the modes of A major or 
minor; the modulation in the following example will consequently be from G 
major to A major or minor, e. g. 
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Again, if the tone F of the chord, as at a, Example 589, be regarded as a 
leading-tone, it will be found necessary to write the chord as at c, in the same 

example, (E||, Gjf, B, D), in order to use the same sounds with that leading- 
tone as the fundamental. The Diminished Seventh accord expressed in this 
wise will most naturally resolve to the Tonic- triads of Fjf major or minor, E^ 
being the leading-tone in those modes, e. g. 



eol. 
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t 



Finally,, if the next to the lowest tone of the chord at a, Ex. 598, be con- 
sidered as a leading tone, and used as the fundamental of a Diminished Seventh 

accord, the chord will necessarily be , expressed by the letters (D,F, A|7, Cb), 
and as D is th6 leading-tone in the modes of E|2 major or minor, the resolu- 
tion to the Tonic-triads of those modes will naturally follow, e. g. 



G02. 




As will be seen from the foregoing examples, four diflTerent Diminished 
Seventh accords, — composed of the same sounds, however, — each in a different 
position, may enter after the same triad and resolve to four different keys. 

Thus far we have used only the most natural resolution of the Diminished 
Seventh accord. We remark now that other resolutions are possible. 

II a. Any tone of a Diminished Seventh accord can he bound and the eth- 
er tones of the Seventh accord resolved to that minor triad of which this 
hound tone is the fundamental. 

For example, if the F in the chord at a, Example 598, be bound, and the 
chord resolved to that minor triad of which F is the fundamental^ the lead- 
ing will be as in the follow^ing example: — 
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Our mechanical process comes again into application. The letters common 
to the Seventh accord and the triad of resolution are to be stricken out and 
^ these tones first bound; after which, the progressing voices are to resolve de- 
gree-wi^Q to their places in the new chord. In the present case, therefore, the 
tones F and Aj? are to be bound and the B and D must resolve to the re- 
maining tone of the triad (C). The triad of resolution here appears in its 
Fourth-Sixth position, consequently, if it be proposed to establish that key it 
is necessary to add the remainder of the cadence, as above. 

lib. Any tone of a Diminished Seventh accord can be bound and the oth- 
er tones resolved to that major triad of which this bound tone is the f unda- 
mental. 

As an illustration, we will bind the same tone (F) as in the preceding ex- 
ample, and the present resolution will be to that major triad of which F is 
the fundamental (F, A, C), 

In resolving a dissonant accord, those tones which are to be chromati- 
cally altered are to be retained in the same voice. Cross-relations easily arise ' 
if this rule is not adhered to. In the resolution of the Seventh accord, 

B, D, F, Ab, to the major triad, F, A, 0, the F will be bound, the A|2 changed 
in the same voice to AJj, and the B and D resolved to 0, e. g. 
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Inasmuch as the A|2 in the above Diminished Seventh accord is the dissonant 
proper, (original seventh), and is here resolved upward to At}, it is deemed 
more correct by some to write this tone as Gj|, (see following example), as 
the tendency in the resolution of a fiat is downward, while that of a sharp 
is upward. This is often indeed a guide to correct notation, but we are al- 
ways permitted to chromatically alter a tone, thereby not changing its staff- 
degree, as in the above case, without violating rules or good sense. 

We present both notations, however, remarking that both are correct 
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Although no universal rule can be given, yet, if the following be observed, 
the notation cannot be far from correct: — 

A Diminished Seventh accord is to be written in that way which will best 
preserve its connection with its preceding and succeeding accord. 

Thus, in the present case, if the triad of 0 minor preceded, we should most 
certainly write A|2 in the Diminished Seventh accord, because that tone is 
common to the mode of C minor, while would be entirely foreign. If C 
major precedes, as here, then either Ab or G|j; may be used with equal propri- 
ety since neither are common to the mode of C major. 

If we bind D, in the same Seventh accord, to become the fundamental of 
a triad of resolution, the leading will be, as follows, to a major or minor triad 
at will, e. g. - 
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If Ab be bound as the fundamental of a minor triad of resolution the lead- 
ing will be to Ab, Cb, Eb, e. g. 
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The bracket in Example 60*7, calls attention to the enharmonic change (Bto 
cb). This is to be avoided wherever possible, therefore, in the present case 
instead of B, in the Diminished Seventh accord, it is decidedly better to write 
Cb, e, g. 
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The Seventh accord here resolves to a Third-Sixth accord. The resolution 
to a Fourth-Sixth accord may be gained, as in previous examples, by simply 
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changing the position of the Seventh accord until it is so situated as to allow 
it to resolve degree- wise into such a triad, for example:— 



009>. 




0h e'!7 

^Finally, if we regard the lowest tone (B) of our Diminished Seventh accord 

^as the fundamental of a major triad (B,"Dj^JF^), the Seventh accord would 

necessarily be written G^, B,D, F, and not B,D, P, A|7, because the Ab could 
not resolve degree-wise to any tone of the triad referred to. 

The resolution in Example 610, takes place to the Fundamental position of 
the triad; but, notwithstanding this fact, the repose is not sufficiently deter- 
mined, therefore the added cadence. This prolonged modulation is all the 
more important on account of the abruptness in the change of key, (C to B), 
as it helps to efface the remembrance of the previous one, e. g. 



eio. < 




Although we have used> major and minor triads of resolution at random in 
the above examples, it will be found that both may be used in each instance, 
so that thus far we have indicated modulations by means of the same Dimin- 
ished Seventh accord, though differently written, to eight different major and 
eight different minor keys, a total of sixteen, viz: — 

I. By considering each member of the Diminished Seventh accord as a 
leading-tone and so writing the chord as to allow it to resolve to the major or 
minor Tonic-triad of that mode to which the chosen leading-tone belongs. This 
yields modulations to four major and four minor keys. 

II. By considering each member of the Diminished Seventh accord as the 
fundamental of a major or minor triad, binding that tone and resolving the 
remaining tones to the triad (major or minor) ' of which this tone is the funda- 
mental. This also yields modulations to four major and four minor keys ; or 
in all a total of sixteen. In that wliich is to follow, the same Diminished 
Sevejith accord will be used to modulate to the four major and four minor tri- 
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ads yet wanting in the twenty-four modes. Modulations to their (mharmonic 
substitutes, for instance, to C|2 major instead of B major, may also be effected 
by simply writing the Diminished Seventh accord in such a manner as to cause 
it to stand upon the leading-tone of the desired hey. 

III. Any member of a Diminished Seventh accord can he regarded as 
the fundamental of a Dominant Seventh accord; i. e,, a tone may be bound 
and, by progressing the other three voices a half-step upward (somethnes a di- 
atonic and sometimes a chromatic half-step), a Dominant Seventh accord is 
gained whose fundamental is the bound tone referred to. 

Thus, four different Dominant Seventh accords are easily reached from any 
Diminished Seventh accord, which have a primary resolution, to four major 
and four minor keys. 

Of the other multifarious resolutions of the Dominant Seventh accord we 
will only remark, that they are all applicable here, as elsewhere. 

In the following examples we will make use of the same Diminished Seventh 
accord as before, and first regard the tone B as the fundamental of a Dom- 
inant Seventh accord. We first bind that tone and then progress the three 
remaining tones (Gjf, D and F) of the Diminished Seventh accord a half-step 
upward to A, D| and Fjjf respectively, which tones, together with the B, form 
the Dominant Seventh accord to E major or minor, e. g 

f(t): 
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In the Diminished Seventh accord here, we have written G|f instead of Ai2 
for the reason that Gj| lies in nearer connection with the mode of the chords 
following ; the A|2 would have been quite foreign. It will be found practical 
to first write down the tone to be bound, and, having considered of what tones 
the Dominant Seventh accord will be composed upon this bound tone as fuu" 
damentalj then write the Diminished Seventh accord in that way which will 
best preserve its connection with the preceding and following accords. 

If the G# in the same Diminished Seventh accord be bound and the remain- 
ing tones raised a half-step the result will be the Dominant Seventh accord 



Glf, B|, Djj:, Fjj;, which resolves primarily to the triads of C| major or minor, e. g 



6ia. 
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In Example 613, Ai7, instead of G^, is regarded as the f undamental of a 
Dominant Seventh accord. The chord, therefore,' consists of the tones 

AJ^, C, El?, Gl?, and resolves to Db major or minor, e, g. 



613. 
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If D, of the same Diminished Seventh accord, be bound and become the 
fundamental of a Dominant Seventh accord through the elevation of the oth- 
er voices a half-step, that Dominant Seventh accord will consist of the ton^i? 

' TT*" — ^ 

D, Eff, A, 0, and naturally resolve to G major or minor, e. g. 



614. 
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Finally, if E be bound and the remaining voices progressed a half-step up- 

ward, the result will be the Dominant Seventh accord, E, A, 0, E|?. Its pri- 
mary resolution is to the triad of Bjz major or minor, e, g. 



615. 
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We havBjSO far, caused the same Diminished Seventh accord and its enhar- 
monic metamorphoses to enter after the triad of C major, and we have succeed- 
ed by means of the three methods of treating this one accord (see I, II, III), 
in effecting modulations to every one of the twelve major and twelve minor 
keys. From this, it will at once be seen what a potent agent this accord con- 
stitutes in the field of Modulation. It will also be seen that thorough exer- 
cise in writing and playing should here follow, and to the end that the subject 
may be made still clearer we will choose another triad than 0 major, after 
which, to enter and resolve a Diminished Seventh accord. I. We will take, 
for example, the triad of G§ minor, and,having caused the Diminished Seventh 
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accord wliich stands upon the leading-tone of this mode to enter (I3:^,DK,F|j;,A), 
we will first regard each tone in turn as the leading-tone to a major or minor 
Tonic-triad. 

If the Diminished Seventh accord be so written as to stand upon BI as its 
fundamental^ it will most naturally resolve to the triads of Cj^ major or mi- 
nor, e. g. 



616. 
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Regarding Djj: as a leading tone, the Seventh accord will be written 
^ — ■ — ^ 

D;^, F||, A, C, and will resolve to that major or minor key in which is the 

leading-tone, — to E major or minor, e, g. 

c«-E. 



6iy. 



2^ 



-2^ 



Having modulated from Gtt minor to E major, the next proposition, for the 
sake of practice as well as the musical effect, will be to modulate back to the 
starting-point again (Cj|). This is to be effected by means of the Diminished 

Seventh accord which stands upon the leading-tone of E major, (D||,F^,A,C), 
that being the triad from which the return modulation begins. The modula- 
tion will be shortened if this Diminished Seventh can be so enharmonically 
changed as to cause it to stand upon the leading-tone of the objective key (GJi). 

Of the chord D^Fjj:, i^, only one tone need be enharmonically changed to 
secure the chord desired, (C to Bj|). The Diminished Seventh accord will 

then consist of the tones B|j)|j:,F^, and will therefore resolve naturally to 
( 'U major or minor, e. g. 



E~cS. 



61S. 
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Id changing a Diminished Seventh accord enharmonically ^ as here, so as 
to todapt it to leading into a following chord, due care must be taken that the 
enhiArmonic change does not produce unnatural voice-leading for the chord 
prec^iding. 
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Example 619, at a, uses the Fj| as a leading-tone, and, through a Diminish- 
ed Seventh accord upon that tone, a modulation is effected to Gi- major -or mi- 
nor. The r,eturn from G major to Cjj; minor is effected by means of a Dimin- 
ished Seventh accord upon F^j:, the leading-tone in G major. The chord ia 

formed of the letters F||:, A, 0, Eb, but by enharmonically changing the Eb to 

D| and C to B|j;, we shall have the Diminished Seventh accord Bjj:, D||, F;jf A, 
which, leads directly to C|f minor, {h).. 



ei9. 




TheDj|, at]Sr.B.,(619) should properly beEb,if Fjfis considered as the/t^n(ia- 

mental, of the Seventh accord, (F;^, A, C,Eb), but if Eb were used here, the 
voice-leading in the Soprano (see bracket) would then be to Eb, a dimin- 
ished third, therefore an unmelodic progression. We are, consequently, com- 
pelled to write the accord as above. 

If we use A, of our Diminished Seventh accord, as a leading-tone, the chord 

will be aTc, E^Gb, and resolve to Bb major or minor. The immediate en- 
trance of this chord after the triad of minor would contain unnatural pro- 
gressions, hence the enharmonic changes (D|f to Eb and Gb to Fjjf) in the fol- 
lowing example, (620), at a. The modes of minor and Bb major are six 
relative degrees apart, therefore, if such a distant modulation is to be effected 
through one chord only, it is to be expected that more than ordinary means 
will be employed thereto. The return modulation (Bb— c|) is made through 
the Diminished Seventh accord upon A, the leading-tone in Bb major; such 
changes are made as are necessary to resolve it directly to C|j: minor, (&). 




6f course there is no absolute necessity of using such abrupt modulations 
as in Example 620, for the same keys could be reached according to the more 
natural methods already described. The proposi tion here was to regard each 
member of the Diminished Seventh accord (B|, Dj{, F|, A) as a leading-tone, 
and then resolve the accord to the Tonic-triad of that major or minor mode to 
which the chosen leading-tone belonged. This necessitated the above example 
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II. According to this method of treatment (seepages 218-16) each tone 
of the Diminished Seventh accord will in tm^n be regarded d,^ fundamental of 
a major or minor triad to which triad the other tones will resolve. 



If we were to bind B^, the triad of resolution would be B^, Dx, Fx, a 
Tonic-triad which is never used. We therefore take Ct), (the enharmonic 

substitute of B|f) and, binding that, resolve the other tones ( — D;^, F;^, A) of 
the Diminished Seventh accord to the major triad of which C is the funda- 
mental (C, E, G). 




The modulation from C major back to C;j: minor is to be effected by means 
of the Diminished Seventh accord standing upon the leading tone to 0 ma- 
jor,— B,D,F,A|7. As Ab, however, is quite foreign to the objective key, its 

enharmonic substitute (Gjj;) should be used here. Of the chord B, D, F, G|j;, 
the Gj| may be bound as the fundamental of the Dominant Seventh accord 
to Cjf minor, the other tones (B, D, F — ) being raised a half-step to complete 
the chord, G^B|f,D|^^, (III, pages 21t-18). This accord leads direct to 
the new key, e. g, 

C— Off. 

m 




In the following example, the D||: of the Diminished Seventh accord upon 
the leading-tone of Cj| minor is bound and regarded as the fundamental of a 

minor triad (D^, F|7a#). 



633. 
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The modulation each time, whether from or toward C|]; minor, is effected by 
means of that Diminished Seventh accord which stands upon the leading-tone 
of the commencing key. The return, therefore, from D|| minor will be througb^ 
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the Seventh accord Cx7Ej|, GpB. The Gjf (Dominant to Cjf) may again be 
bound, as m Example 624, and the tones, Cx, E^f and B raised a half-step, 
thus forming that Dominant Seventh accord which resolves to C| major or 
minor, e. g. 




In Example 625 at a, the E;^ is bound as the fundamental of a minor tri- 
ad (F|, A, C|j;). The return (b) from Ejj: minor will be, as before, through the 
Diminished Seventh accord upon its leading-tone (E||:, G|, B,D), which, con- 
verted hito a Dominant Seventh by binding G|j: and raising the other tones 
a half-step, will lead to the desired key, (C^ minor), e. g. 



635. 
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etc. 



e: 
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Finally, A is bound in Example 626 at a, and the other voices resolved to 
the major triad, A , C^, E. The return modulation (b) is effected by means 
of the Diminished Seventh accord, G;|,B, D,E, the being bound and the 
other tones raised a half-step, thus forming the Dominant Seventh accord to 
Ojf minor or major, e. g. 



636. 
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III. In the third meth od of treatment, each tone of the same Diminished 

Seventh accord (Bj|,D|j:, Fj|A) Avill in turn be regarded as the fundamental q>1 
a Dominant Seventh accord. First, if Bjj: be bound and the other tones raised 

a half-:Step the chord will be B;^, Dx, Fx, A jj;, a combination of letters never 
used. Instead of B|f, therefore, its enharmonic substitute, C, should be used. 
Upon binding C and raising the other tones a half-step, the result will be the 
Dominant Seventh accord to F major, e. g. 
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The return modulation, as usual, is to be effected by means of the Diminish* 
ed Seventh accord upon the leading-tone of the starting key. That in F ma- 
jor is E, G, Bi?, D|?, but as and D)? are quite foreign to the objective key 
(Cjf minor) these tones are to be euharmonically changed to Ajj: and Cjjl. The 
Cj| may then be bound as th.^ fundameiital of the triad of CjJ minor, and the 
other tones resolved to the E and of this triad, e. g. 

F— cff. ^ 

-j] T 



eas. 




In Example 629, the D|j: is bound while the^Bjj:, and A are progressed 
upward a half-step, resulting in the Dominant Seventh accord to G:j: major or 
minor. In returning, the Cj): of the Diminished Seventh accord upon the 

leading tone of G^jf minor (Fx, Aj|, C|j:, E) is bound as the fundamental of the 
triad of 0;^ minor, the objective key, e. g. 




g5— cl 
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In Example 630, r|j: is bound as fundamental of the Dominant Seventh 
accord (Fj|, A||, Cjj;, E,) of B major or minor. Returning, the C| of the Di- 

1 1 I ■ III I 

minished Seventh accord A|;, C||, E, G, is again bound as fundamental of the 
minor triad, e. g. 



eao. 




224 



MANUAL OF MUSICAL THEORY. 



Binding A, as in Example 631, and raising the B|j;, Djj; and Fjj: a half-stop, 
a Doi?iinant Seventh accord will be gained, resolving to D major or minor. In 
returning, the Diminished Seventh accord upon the leading-tone of D major 

would be C|j:, E, G, Bb. The G and Bb are enharmonicallj changed to Fx and 
A.^\ in order to better adapt the chord to modulating to Cj| minor. The IS 

then bound as fundamental of a minor triad (Cjj:,E, G|j), e. g. 



631. 




According to the foregoing, amply explained manner, the pupil should now 
take another triad, D major for example, as_a starting-point, and with the Di- 
minished Seventh accord in this mode (C|j;, E, G, Bb) proceed as we have with 
those in the modes of C major and Cjj: minor. The oi^der of the chords in the 
various modulations with this Seventh accord is indicated in the following ta- 
ble: — 

I. 

D major triad,-I)im. 7tb accord, whose Seyenth falls a half-step resulting in a Dom. 7th aecord,-Resoliition to D major. 
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D major tridd,-Diffl. 7th aceord,of whichonetoneistob&boTmdasfnnlamentalof the CJpminortriad,-CadencetoC#minor. 
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D major triad -Pim. 7lh ace, of which one tone is to behonnd as fundam'l of a foUowinff Dom:7th acc.,-Eesolntion to major 
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resolution toD major-Gadenee to D major: 
' ' Dom: Seventh accord -Resolution to A 
' ' resolution to T> major,- Cadence to D 
Dora: Seyenth acorS-Resolution to 0 
resolution to D maior,-Cadence to D 
Dom: Seventh aecora,-Reso]tttion to Eb 
" resolution to D major,-CadcBee to T> 
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The Diminished Seventh accord is each time to be that standing on the 
leading-tone of the mode from which the modulation starts, but, as we have al- 
ready seen, enharmonic changes are often necessary, in order to adapt it to 
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correct and natural voice-leading toward the objective key. Rather than ns6 
unnatural voice-leading, bind an enharmonic change, as in Example 620, for in- 
stance. The pupil is referred to the observation relative to the notation on 
page 215. 

FURTHER TREATMENT OF THE DIMINISHED SEVENTH ACCORD. 

In the foregoing examples, an entrance has been effected for only that Di- 
minished Seventh accord, or ij;s enharmonic metamorphosis, which stands upon 
the leading-tone in any chosen mode. 

According to sound, there are only three different Diminished Seventh ac- 
cords,— those situated upon three consecutive chromatic degrees ; all others 
are simply duplications of these, in other positions, as will be seen by compar- 
ing la and I&, etc., in No. 632. 

I II III K 



a. 



633. 
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in 
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etc 



We remark now,, that each of these three Diminished Seventh accords can 
enter after every existing major and minor triad. We will, for example, make 
use of the C major and C minor triads and enter first the accord at I, Ex- 
ample 632 e. g. 



033. 



2^ 



Although the Diminished Seventh accord is allowed to enter free, yet, for 
singers, the most natural entrance and resolution should always be sought out, 
otherwise great difficulty will be experienced in producing this accord with 
pure intonation. The entrance of that Diminished Seventh accord which 
stands upon the leading-tone, after the Tonic-triad, is the most natural and 
easiest to sing because each voice enters degree-wise. Therefore, in writing 
for vocal purposes, endeavor, as much as possible, to enter these accords after 
tliis manner. 

In the following example, the Seventh accord at II, No. 632, is caused to 
enter after the same triads,— C major and G minor. It will be seen at once 
that the voice-leading is not as natural as in Example 633, (there all the voices 
entered degree-wise) on account of the spring C to A, although that propres- 
sion is of itself perfectly natural. As the Seventh accord here consists o^ the 
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tones rj:|, A, C, Eb, the resolution will naturally follow to G major or minor, 
being the leading-tone in those modes, e, 







p^' 










, 










1 





Finally, the Seventh accord at III, (632), is to be entered after the same 
triads, and, standing upon the leading-tone (E) to F major or minor, its reso- 
lution will take place to those keys, e, g. 



635. 
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We give now as a further guide to the pupils individual efforts, the entrance 
and resolution of the samq Diminished Seventh accords (in sound) after the 
triads of OjJ major and minor. 

To prevent unnatural voice-leading, it is often necessary to write the Di- 
minished Seventh accord different from its corresponding accord in Example 
632. The resolution in each example is to that key in which the f undamen- 
tal of the Seventh accord is the leading-tone. We have placed the third as 
upper voice of the triad ; the Jjfth is less favorable: — 

n 
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The various Seventh accords common to the stem-tones of a major or minor 
mode may also, with good voice-leading, introduce a Diminished Seventh ac- 
cord. Those successions are the best in which one or more of the tones ma.y 
be bound. An example or two will be sufficient on this head. 
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SUCCESSION OF DIMINISHED SEVENTH ACCORDS, 

The proper njanner of ivriting a succession of such Seventh accords is ofi- 
en a matter of perplexity. If the Fundamental positions succeed each other, 
as in Example 638, no connection between the chords is apparent. 



G38 



§1 



If the succession be a degree-wise elevation in half-steps, the chords should 
foe so written, where possible, as to cause the fundamental to rise a major 
fifth, (a, Ex. 639). If the succession be a depression in half-steps, then the 
fundamental should fall a major-fifth (b). This will allow two of the four 
voices to remain upon the same staff- degree, requiring only a chromatic alter- 
ation. This yields at least an ideal connection. The dots ( • ) in the follow-; 
ing example indicate the f undamentals. 

h. . 
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The difficulty of writing such passages will be much facilitated if the fun- 
damentals are first temporarily (with pencil dots perhaps) indicated. Then, 
each voice of the chord is to progress degree-wise to the proper tones of a Di- 
minished Seventh accord upon the indicated fundamental. Thus, two of the 
voices will each time progress a chromatic half-step, and the other two a dia- 
tonic half-step. 

DIMINISHED SEVENTH ACCORDS IN AN ORGAN-POINT FORMATION. 

As with all chords in general, so also a succession of Diminished Seventh 
accords may appear in an organ-point formation, e. g. 



1^ 



7t. 



































1 ^ _J 


1 ^ 1 


1 — I 





228 



MANUAL OF MUSICAL THEOBY. 



In the above example, the Diminished Seventh accords as far as N.B. 1, are 
written according to the principle laid down in Example 639. The chord at 

]Sr,B. 1, consists of the tones A, C,Eb, Gb, therefore, A is the fundameMal 
Kow, if this fundamental (A) were to fall a major fifth to D, and the^chord 

at K.B. 2, written as if standing upon I), it would be as follows : D,P,Ab,Cb, 
and its natural resolution would be to Eb major or minor. As it was our de- 
sire, however, to resolve to C major, it became necessary to so write the ac- 
cord at N.B. 2, as to s_ecure a natural leading to that key. The Cb, in the 
Seventh accord D, F, Ab, Cb, would not lead to C^, therefore, we have writ- 
ten B in its stead. We see here that, as very much depends upon what is to 
follow, it is not always possible to write a succession of Diminished Seventh 
accords according to the above explained method, but in general it will be 
found useful in solving what is often a perplexing situation. 



CHAPTER XXXII . 
THE SO-CALLED CHORDS OF THE NINTH, ELEVENTH & THIRTEENTH. 

When a Diminished Seventh accord, for example, that upon the leading- 
tone in the modes of C major or minor, (B, D,F, Ab), appears over the Dom- 
inant (G) of the same mode, there arises an apparent chord ; i. e., a combina- 
tion of tones standing third-wise^ one above the other, e. g. 



04:1. 



















Dom: 



















The combination consists of a major third, major fifth, minor seventh and 
minor ninth, and, from the last interval, is termed in most text books, 

CHOBD OF THE MINOB NINTH, 
the figuring is usually given as follows: — ^| or ^^ or hp. Many rules have 

3 3 7 

been given for its entrance, progression and inversion, and the matter in vari- 
ous ways made complicated and obscure. Such a combination is regarded in 
this work as an 

OEGAN-POINT FOKMATION. 
The theory of its being a chord formation, in the proper sense of that term, 
is to be totally rejected. That which is to be rationally acknowledged as a 
determined chord-formation, and therefore entitled to a determined name, is a 
combination of three or four tones, which, in their closest possible position 
with the fundamental as Bass, stand only third-wise above each other. As 
such, we recognize only triads and sem nth-accords, with their respective ii>- 
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versions. An aceord-formation in its close position never exceeds an octave 
in compass. 

The above combination or seeming accord, G, B, D, F, A(7, is not in its 
closest position, for the Ajz may be placed an octave lower without going be- 
low the regarded fundamental (G), thus, still farther condensing the arrange- 
ment of the tones, so that they do not stand third-mhe one above the other, 




Therefore, as just remarked, the combination is to be regarded as an organ- 
point, the Bass (G) being the sustained tone and the upper voices a Diminish- 
ed Seventh accord. 

The treatment of the upper chord is exactly the same as already discussed. 
Whatever has been done previously with the entrance, progression or resolu- 
tion of a Diminished Seventh accord is equally capable of performance here, 
only remembering that the last chord in the organ-point must form an intelligi- 
ble harmony (^.^., an acknowledged chord formation) with the sustained tone. 

Eemabk. — It should be remarked here that greater freedom is allowed^ in modern 
compositions, in the entrance of an organ-point. Thus, while according to the strict- 
er rnles of classic composition, only triads and the mild dissonances, to which the 
sustained tone is common, may begin an organ-point, we are allowed in these freer 
rules to hegin such a formation with the harsher triads and Seventh accords to which 
the sustained tone is sometimes not common. Examples are seen in the following 
I3ages. 

At a, Example 643, we give the ordinary resolution of the Diminished 

Seventh accord, B7D,r,"Ai>, — to O^Ie^, an intelligible harmony with the 
sustained tone. At h, the ninth is caused to fall a diatonic half-step, resulting 
in a Dominant Seventh accord, and at c, the third in the upper chord is omit- 
ted, thereby making the organ-point four-voiced, e. g. 

a. h. c. 



643. 




We have spoken of that Seventh accord which stands upon the leading-tone 
in a major mode, (pages 206-8). If this accord (in the mode of C major, 

BJ),F, A,) appear above the Dominant (G) of the same mode, there arises 
the so-called 

CHOBD OF THE MAJOR NINTH. 
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It contains as intervals, a third, fifth, seventh and major ninth, taking its 
name from the last. Its figuring is given as follows: — 



3^ 
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This combination is just as little a chord-formation as is the so-called cTiord 
of the Minor Ninth, (see above). It is simply an organ-point in which G is 
the sustained tone. The treatment of the upper chord is the same as that al- 
ready explained, (pages 206-8), and its effect is best with the original seventh 
as upper voice, e, g. 

d. h. not: C. better: 




The resolution at h, Example 645, although sometimes used, is certainly not 
correct, because the organ-point does not end with an acknowledged chord- 
formation. Through the aid of a fifth voice, as at c, the end is correctly effect- 
ed the same as at a. The third of the upper chord may be best omitted if 
the organ-point is to have only four voices. 

That none of the combinations referred to at the beginning of this chapter 
are chord-formations, is proven in the fact that they cannot be inverted, as is 
the case with triads and Seventh accords. For example, the so-called chord 
of the Major Ninth may be made, by inversion, to assume the following com- 
bination, which is striking if nothing more, e. g. 



64.6. 



The following example (64T) appears to be an inversion of the so-called 
Chord of the Major Ninth, with the original third of the upper chord omitted. 
This apparent inversion is caused by the sustained tone being used as a middle- 
voice; therefore, the procedure, as before. Is an organ-point. 



64.7. 
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It will be self-understood that any other tone than the Dominant can be us 
ed as the sustained tone, over which can appear any one of the combinations 
treated in this chapter. 

When the Dominant Seventh accord of any major or minor mode appears 
over the Tonic of the same mode there arises the so-called 

CHORD OF THE ELEVENTH. 

Its intervals are 2, fifth, seventlij ninth and eleventh, and its figuring is usu- 
ally given as follows: — 



11 

9 
7 
5 



11 

9 
7 



11 
7 



64.8. 



ST : 

























This is simply an organ-point similar to the previously-named combinations. 
The upper chord is to be treated like any chord of the Dominant Seventh. At 
6, Example 649, the fifth in the upper chord is omitted, the member least 
missed when the organ-point appears four-voiced, e, g. 



64.9. 



Dom. Ifh. 




5^ 



Tonic: 



THE SO-CALLED CHOED OF THE THIRTEENTH 
is simply an organ-point consisting of two sustained tones, — a Tonic and Dom- 
inant,- -above which, appear either of the Seventh accords used in Examples 
643 and 645. The treatment is as usual with those chords, e. g. 



650. 




Dom 





/2. 















Tonic. 



This organ-point may appear as at b, — with one of the sustained tones 
(Dom.) and the third of the upper chord omitted. The figuring of the above 
combination is usually given as follows: — 



13 
11 

9 
7 

5 



13 
9 
7 



13 
11 
7 



13 
7 
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To further show the reasonableness of regarding the foregoing combinations 
as simply organ-points, we present in Example 652, a Dominant Seventh ac- 
cord as. upper harmony to which, with equal propriety, we may apply, as sus- 
tained tone, the ToniCj third or fifth of the same mode. At a, the so-called 
Chord of the Eleventh arises ; at h, that of the Ninth, and at c, the ordinary 
Dominant Seventh accord with doubled fundamental^ e. g. 



ess. 

















^ ... 


















z -\ 



To a Diminished Seventh accord upon the leading-tone, for example, that 
upon in the mode of A minor, may be applied as sustained tone the Tonic, 
third or fifth of the same mode. The result is the so-called Chords of the 
Thirteenth, Eleventh and Ninth, respectively, e. g. 



653. 



13 



^^^^ 



"Taaa — 



11 



— ^. 



9 



The organ-point in Example 654, in which all the Seventh accords common 
to the stem-tones of a major mode are caused to enter, presents among them 
the so-called chord-formations already discussed: — 



654r. 




(St 



i 



\\\ 
11 

9 



11 

9 



r 



ST 
"ST 



























.2 


1 ^ J 






L^-_ — ' 


1 — i 


L^" — _J 











It will be seen, we trust, after this somewhat lengthy discussion, how much 
simpler the study of Harmony becomes by considering Triads and Seventh ac- 
cords, only, as fundamental chord-formations, and all other combinations of 
tones either as suspensions of triads, or as organ-points or altered accords, 
(fqr the last, see the following chapter). 
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CHAPTER XXXIII. 



ALTERED ACCORDS. 



We have learned thus far the formation and treatment of major, minor, 
diminished and augmented triads, including suspension-formations in connection 
with these chords. 

Bemaek. — The augmented triad belongs properly to the catalogue of altered accords, 
since it can never occur without the aid of a chromatic sign, but, as it arises in the 
milder major and more vigorous minor mode, both of which modes make use of the 
necessary altered tone, it has acquired in modern times the name and status of a fun- 
damental harmony. We have, therefore, thought proper to treat of it in connection 
with sjuch harmonies, (page 126). 

Further, we have spoken of all the Seventh accords which can be formed 
with the stem-tones of a major or minor mode, their entrance, progression and 
resolution ; also, of suspensions applied to both the entrance and resolution. 

The ambiguity of the Diminished Seventh accord, its entrance, progression 
and resolution have also been thoroughly explained. 

Remark. — Like the augmented triad, the Diminished Seventh accord can nevet oc- 
cur without the use of a chromatic alteration ; it is therefore, strictly speaking, an 
altered accord. The artificially-voiced modes referred to in the above remark, contain 
the Diminished Seventh accord also, which fact, together with the importance of this 
chord, induced us to present its treatment in a special chapter, (XXXI). The frequent 
use of the Augmented Sixth-accord, Chord of the Third, Fourth and Augmented Sixth, 
and Chord of the Fifth and Augmented Sixth, has also gained for them a special 
name and importance, (Chapter XX). They are all altered accords, however, inas- 
much as they cannot be produced with the stem-tones alone of any major or minor 
mode. It is not to be forgotten that by stem-tones, we mean the tones of any mode 
without the application of accidentals. 

Finally, in the preceding chapter, we have discussed the so-called, though 
only seeming, Chords of the Ninth, Eleventh and Thirteenth. 

We come now to notice that there are still a great number of triads, as 
well as Seventh accords, which arise through the chromatic elevation or de- 
pression of any one or more tones of the original or fundamental harmonies. 
There is no practical advantage gained in giving special names to all of these 
various combinations, as some theorists have sought to do, therefore' we class 
them under the head of Altered Accords. The most important point is to 
know from what harmonies they are derived and how they must progress. 

With the triads in Example 655 we are already familiar ; we recognize 
them as fundamental harmonies: — 



Maj : Min : 



Dim: Aug: 



655. 
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If we apply one or more ohromatic alterations to any one of the above tri- 
ads, thus changing their intervals, an altered accord arises, e. g. 



656. 



a. h. ( 


3. ( 


i. 


ttz? — 


e. 










^ — 







etc. 



The effect of many of these altered accords is much improved by being pla- 
ced in their Third-Sixth or Fourth-Sixth positions, or with the voices dispers- 
ed ; i. e,y in open position. The chord at a, Example 656, may occur in the 



following-wise :- 



a. 



657. 













=^ — ^ 

— — 


— 






— ^ — 


— ^ — ' 














1;^ , 







It may be asked if the tone B would not be as correct as C\l, in the chord 
at IST.B ? We answer, that the following chord (B|7, E,G) decides the question, 
for the tendency toward Bb is more clearly defined by writing 01? than Bt|. 
The altered accord (0|?,E, G) thereby arises. We have previously remarked 
that the most natural tendency of a Jiat, chromatically introduced, is a pro- 
gression downwardj while that of a sharp is upward. The progression of a 
natural, i. stem-tone in any mode, is neutral, not decisive in either direc- 
tion; therefore, if a determined progression is desired, it should be as decisive- 
ly indicated as is consistent under the existing circumstances. 

In the following examples, instances are given of the manner in which the 
altered accords at 6, c, dj e and/. Example 656, may arise and progress: — 

h. G. d. 



658. 

a. 




:2s: 



321 



2^ 



1^. 



32: 



658. 
6. 












— ^- 












- f7~. 










1 




— ^- 













At c, Example 658, the middle voice is written Gb, instead of Y\ because 
of its being afterward led to F, toward which tone F^j: does not naturally tend. 
The lower voice in the same chord is written C|7, instead of Btf, because of the 
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desired progression _to Bb. As the upper voice can be no other than E, the 
altered accord, Cb, E, Gb, is the result. 

At J, Ejj; indicates the progression to Ejf more decisively than Fjj would 
Just so in the lower voice, tends toward A, whereas Ab does not. The 
C, in the middle voice, is bound, hence the combination, C, Elf, Gj|. At e, the 
progresf^ion to A, in the upper voice, is clearly indicated by Gjj;, while in the 
middle voice, the progression chromatically, from E to D is more decidedly 
felt through El? than J)^. The lower voice (C) being bound, the combination 
chances to be C, Eb, Gjji. At /, Ebb leads more decisively to Db than would 
D|j ; Gb, in the middle voice, indicates a progression to F better than F|f. 

Eema'bk. — The accord at /will be recognized as the Chord of the Augmented Sixth, 
which, as we here see, is an altered accord. The use of its Fundamental position is 
seen at /, in the last example of No. 658. 

That the above altered accords are correctly written will be felt by ever}' 
cultured musician; but, further, they are all so written as to present recogniza- 
ble forms to the eye ; i. e., their derivative harmonies are easily detected. 

We recognize the following as the various kinds of fundamental Seventh 
accords: — 



650 




V. 



a.. 




2ZS 



The same as with triads, the apphcation of a chromatic sign to one or more 
tones of any of the above Seventh accords produces an altered accord, e. g. 



660. 



at 



The chord at a. Example 660, could occur in the following-wise: — 



eei. 




a. 



321 



-itiS?— 



-G 



'G 



1 



The resolution or progression of altered Seventh accords is the same as that 
which is possible to the original chord ; i. e., without alterations. The lead 
ing of each single voice may often be more limited, so that all the progres- 
sions of the original accord may not be practicable for the altered accord, but 
it will be found that the altered accord will have no progressions impossible 
to the original. 

To learn what the original chord is, it is only necessary to cancel the acci- 
dentals in the altered accord foreign to the defined mode. Thus, the original 
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chord at N.B., Example 661, would be C,E, G,B, and could progress the 
same as the altered chord, (see a, Ex. 662). 




The progression at although correct for the original accord, would not be 
practicable for the altered accord in Example 661, for, in the latter, the 
presses toward A and not toward F. The EU tends toward Fjj: rather than 
F^, which would be only an enharmonic change. Compare a and h in the fol- 
lowing example: — 

not : correct : 

6G3. 




It will be seen, from the above, that what was said about the leading of 
the voices of the altered accords being more limited than in their original har- 
monies is verified ; also, that the original can make any progression possible to 
the altered accord, ' 

The only semblance of a rule that can be given for the progression of these 
chromatically altered tones, is that their natural tendency ^degree-mise upward 
or downward ^be observed, provided the voices of the original chord can pro- 
gress to the same tones. Of course the unaltered tones progress the same as 
in the original accord. 

The altered Seventh accord at b, Example 660, might occur in this wise: — 

h. 



664r. 




























■ 







The original of the chord at 5, Example 660, would have Gt[ instead of 
, but its progression to A would be just as correct though the tendency up- 
ward would not be so clearly felt as it is with Gjj:. 

Although only a few of the possible altered accords have been indicated in 
this chapter, yet enough have been given to furnish the student an insight into 
their character, origin and treatment. They are essentially part and parcel of 
the music of modern times, but, if naturally introduced and naturally progress- 
ed, they certainly cannot be regarded as illogical or unjustifiable. Their effect 
in an organ-point formation is naturally still more striking, but allowable, if 
all the conditions of such formations are duly observed. 
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8IMI>LE COTJ]>^TERFOIlSrT. 

The four-voiced is unquestionably the purest and fullest, without being over- 
: >aded, of any harmonic moyement ; it has, therefore, been the basis of our 
studies. However, in most compositions for four-voices, (Quartettes), passa- 
ges or whole movements occur in which only one, two or three voices are made 
use of; Le.^ as Solo, Duo or Trio, respectively. 

Again, we find compositions, or parts thereof, in which five, six, seven or 
eight voices participate, as Quintette, Sextette, Septette or Octette, respective- 
ly. A greater number than eight voices is rarely used. 

Although the explanation of the manner of manipulating all these varieties 
of movement properly belongs to the province of Counterpoint,* it yet seems 
proper to us that such rules should be drawn from that department of musical 
science as will be necessary to show what must be observed in order to write 
any one of them in an acceptable manner. 
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CHAPTER XXXIV. 



I. DEVELOPMENT OF MELODY OR PRINCIPAL VOICE. 

ACCOMPANIMENT FORMS. 

The first and most important point in the formation of a melody is the selec- 
tion of naturally melodic intervals and the avoidance of unnatural, unmelodic. 
Though often repeated, we enumerate them once more. According to classic 
cal ^ules we reckon as melodic intervals, major and minor seconds, major and 
minor thirds, minor fourths, major and minor fifths, major and minor sixths, 
minor sevenths and major octaves, ascending and descending, as follows: — 



ees. 



The unmelodic intervals are major fourths, (tritone), major sevenths, major 
and minor ninths 




IV 



IX 



* Weitzman's System of Counterpoint andPugueis in course of preparation by tlio Editor ot 
this work. 
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Further, all diminished and augmented intervals. In modern or romantic 
compositions diminished sevenths are regarded as melodic. Of course, when a 
certain defined effect is sought, then the use of even wnmelodic intervals may- 
be justifiable. 

In the formation of a melody, or, indeed, any kind of a composition, the 
composer will most naturally proceed in the same manner as an artist about to 
reproduce his thoughts upon canvas ; first, an outline and afterward the per- 
fected work. 

Supposing a melody to have been outlined, the next procedure is to criticise 
and improve it with respect to three principal points:— 

1. WITH EESPEOT TO ITS MELODIC QUALITIES. 

The melodic element is essentially degree-m^Q. The use of skips is not ne- 
cessarily forbidden, but rather so restricted as not to set aside or injure this es- 
sential character. Therefore, if the outline contain an over abundance of 
skips, eliminate them and insert degree-wise progressions in their stead. 

2. THE EHYTHM. 

As has already been remarked, rhythm is one of the most powerful agents 
at the service of the composer. Through alterations in the rhythm, alone, the 
dullest, most uninteresting melody may often be given a life and vitality abso- 
lutely surprising. Therefore, see that the rhythm is interesting, sufficiently va- 
ried 3,8 to prevent monotony and yet uniform enough to preserve the symme- 
try. 

3. THE HARMONIC FOUNDATION. 

A melody should be so ordered as to permit the use of an agreeable variety 
of harmonies, such as will move freely and flowingly among themselves. 

As a whole, a melody, like a sentence in prose or poetry, should express 
sense, a definite idea. If words are used, especial care should be taken that 
they are properly declaimed. Let accented* words and syllables fall on accented 
parts of the measure. Observe the inflections, whether rising or falling, and 
let the melody move in the same direction. The punctuation is not to be for- 
gotten. In a word, let the music and words be so wedded together as that 
both may combine to express the same thoughts and emotions. 

To make the above comments more lucid we will suppose that a melody first 
suggests itself to us in the following form or outline: — 





I <9 


■ 1 


















-(!5? — \ 

L. 1 


— 




1 


1 "■^ 







The first criticism to be made, is, that the; melodic element (degree- wise 
progression) is entirely wanting here. We must correct this, either by the 
substitution of other notes here and there, the application of appoggiaturan^ 
or by the introduction of passing-notes. We choose the latter method, and 
l^itescjat in Example 668, an improvement on our outline:— 
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'•1 



Moderato. 



flit 



The period has now gained suflficient melodic flow. Sufficient spring-wise 
element has been retained to give variety and prevent the monotony which 
would just as surely arise in continuous degree-wi^^ as in continuous spring- 
wise progression. 

The second point of criticism has reference to the rhythm. The continued 
succession of any one kind of note, as in the above example, certainly has no 
especial rhythmic interest ; in fact it is decidedly monotonous. The simple in- 
troduction of a dotted-note will often effect an improvement in this respect, 
e. g. 



660. 





section. 
—1 — fs-w 


1 — — 


1 




'1 

r— ^-s—\ 






1 






1 
















If 




1 ' 


—^-^-^ 











The regular recurrence of the dotted-note here in each alternate measure 
creates at once two-measural rhythm. 

A still greater alteration in the rhythm of the above melody is seen in the 
following: — 



e70. 









-^-Ji 1 

-1 — F-^ 
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V 










■A 




_j — ^ 




-J \ # 




4- ^ J 


— i- 
—d- 


H ^0 - 

-J 1 : — 0- 




1 1 ' 


! 2 


L_j 


I 


1 1 


H 

a 1 


^0-\ 

3 





In the last example, three varieties of rhythm follow one after the other, 
(see brackets, 1, 2, and 3 ; the fourth measure is like the second), and thereby 
the melody gains in attractiveness; but, to give so many varieties a significance 
or symmetry, their repetition is necessary, (see last half or section of the pe- 
riod). It is well to remark here that the use of too many and too strongly 
contrasting kinds of rhythm is to be guarded against, otherwise, the connex- 
ion or unity of the whole will be wanting. It must also not be inferred here 
that every figure or motive that may appear in the course of a melody or oth- 
er composition is without exception to be repeated. We are not so li edged in 
as that, but, as we remarked before, symmetry and unity can be gained only 
through more or less similar, if not exact, repetition of the motives in question, 
be it melodic, rhythmic or harmonic. 

Further, it will be found a matter of decided facilitation, if, in forming a 
melody, the rhythmic and melodic motives occurring in one section are imita- 
ted in succeeding sections. It is still more symmetrical if the repetition of a 
motive take place at the same point in each section, as in the above example. 
Thus, the motive at 1, beginning the first section, is used again as a beginning 
to the second section, and so on. In order that the^ close of a period may takd 
place upon an accented measural-division, more rhythmic freedom may always 
be taken, (compare final measures of the two sections). 
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l^j tb(i aid of auxiliary-tones, passing-tones) appoggiaturas, trills, mordents, 
and formation of passages, a melody may be ornamented and^ made as florid 
and brilliant as may be desired, and yet retain the same, or enough of the 
same melodic and harmonic foundation to enable one to recognize the original. 
As an example we will apply these various means to the outline of the above 
melody: — 




■V fl0BHBEr~ 



^0 




The third point of criticism would be the harmonic foundation; but, as the 
capabilities of the above melody are so varied in this respect, further comment 
will be unnecessary. 

FORMS OF ACCOMPANIMENT. 

Having spoken of melodic forms, it will be appropriate to insert here a few 
remarks concerning the various forms of accompaniment. A few of the most 
important will sufficiently indicate what is possible. 

First, so long as the melody moves in and around a single harmony, a sin- 
gle accord may be sustained. Por instance, if a melody moved itself in the 
Tpnic and Dominant harmonies of the mode of *F major, the accompam'ment 
eouljjj be as follows: — 




This may be rhythmically changed if more motion is desired, e, g. 




] L-tfl 0- & #|-J 



etc. 



22 



75^ 



22=22: 
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The placing of the voices (a, 5, Ex. 6^4), oi* the position of the whole ac- 
cord may be changed (c), e. g. 









h| J j ^ J i 71 










^ ^ 












U ^ ^ — J 



i !- 



C. 



H 1- 



-J « £ <a — / ifl / _ 



« A '- 0 ^ 



-J — -g^ — — ^_ 



etc. 



22 



The chords may be broken; i, e., arpeggio form, e. g, ' 



675. 

a. 



— I — 



etc. 







<$? 



























• 



9^ 



etc. 
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— 0- 
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^1 









9' 
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1^ 
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The accord-tones may be elaborated by means of auxiliary-tones, appog^ia- 
turas, passing-notes, etc., e, g. 



a. 



^^^^^^^ 



-0 — i|. I '- 



-H — 1— + 



31 



a — i — 1^ — 



^-^--f 



9^ 



G76. 





The voice-leading in all these different forms, is of course, to be just as free 
fi'om faulty progressions as a simple chord-succession. The effect of the par- 
allel octaves in the following example at a, (see brackets), is just as bad as if 
written in chords, as at h, 

h. 



a. 



not: 



not: 



— ■ 



-0- 



In writing such a succession of harmonies we should very likely lead the 
voices as at <z. Example 6*78. The accompaniment would, therefore, be devel- 
oped upon the same basis, (6). 
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Faults, like the following at a, easily arise if attention is not directed to tliera. 
Contrary motion is the best preventive. 

not: correct: 




Whea a suspension occurs in the melody or song, the note of resolution 
should not appear in the accompaniment (and mce mrsa) previous to the res- 
olution of the suspension. This very common fault is a violation of the rule 
on page 150, (see also Ex's 400 and 401). The usual exceptions, however, 
prevail,— suspension of the ninth or seventh beforij> the octave of the Bass. 



CHAPTER XXXV. 

II. TWO-VOiCED MOVEMENTS. 

All the observations made in connection with the treatment of a single voice 
are to be repeated here in connection with two voices. The two-voiced move- 
ment attains its highest development only in a thorough treatise on Counter- 
point and Fugue. As the present work does not purpose the extended discus- 
sion of these subjects, therefore, only so much as is absolutely necessary to the 
comprehension of the plainer phases of a two-part movement (Duett) will be 
given under the above caption. 

The various intervals, both consonances and dissonances, are to be entered 
and progressed exactly as they have been in four-voiced movements, with the 

exception of the minor fourth. This interval, | ^ "" ^"j ) standing by it- 

self, lacks fullness and independence, so much so that in writing for two voi- 
ces it must be treated in the same manner as dissonances. 

1. It must arise and progress as a passing-note, — degree-wise^ e. g. 
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In both of the above examples fourth enters and progresses degree-wise 
the same as a dissonance. The following example, (681), however, would not 
be correct either in the entrance or in the progression of the fourth, because 
both are effected spring-^\&Q, e. g. 



esi.i 









i^^- — J 

















It should be remarked here that in cases wliere the two voices move in such 
a manner as to represent (see remarks on this point, page 76,) a Third-Sixth, 
or Fourth-Sixth accord, then the fourth would be treated the same as in three, 
and four-voiced movements, e. g. 



6SS5. 



is: 



\ 



is:: 



is: 



etc. 



4*1" 14 

' '2 The minor fourth may appear in the character of a bound dissonance, 
bound above or below. Then, of course, all the rules relative to preparation^ 
attack and resolution, as given on pages 146-59, are to be strictly observed, e.g. 

-tl J \ n ^_^_iCT rztzr-crrsT— 

ess. 



:^_: 



is: 



:s: 



is- 



ISI 



I 



4 



I 



I 



f 
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VARIETIES OF MOTION. 

These are the same as given on pages 74--*? 5. Contrary motion best asserts 
the independence of the voices while Parallel best expresses their union. 
The beginning and end must indicate the Tonic-triad. The dose is most fre- 



I or Tonic and its octave 



quently made with a doubled prime I 

The Tonic and third, third and Tonic, and Tonic and fifth, form just as cor- 
rect but not so firm endings. 

Fifth and Octave progressions. Not on\j parallel but also covered oc- 
taves and fifths are forbidden in two- voiced m6vements, e. g. 



The effect of the above covered fifth and octave, in two-voiced movements, 
is but very little better than that of the following parallels, therefore, thoir 
excbision: — 
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In two-voiced movements, note against note may be used, or two notes a- 
gainst one, three notes against one, etc. 

NOTE AGAINST NOTE. 

In the first species the following is to be observed: — 

1. Consonances only are to be used, (the minor fourth in a Counterpoint 
of two voices, is to be regarded as a dissonance). They may enter spring-wise 
or degree- wise and progress in the same manner. 

In modern compositions, however, the dissonances which enter free in four- 
voiced writing are also allowed to enter free in two-voiced movements; thus, 
with two voices we may represent the Diminished triad, Dominant and Dimin- 
ished Seventh accords in all their positions. 

2. Consonant fifths and octaves should be frequently alternated with thirds 
and sixths, Avhich latter are fuller intervals. 

3. As the accented measural-divisions stand out most prominently, too many 
consonant fifths and octaves placed upon these accents will cause the whole 
movement to lack fullness. 

4. Too many parallel thirds or sixths cause a lack of independence. 



5. Parallel major thirds are not often good: — 




2 



6. Where one voice springs, cause the other, where practicable, to pro- 
gress degree-wise. 

7. Avoid all cross-relations 




8. In the way of cadence-formations we present the following :- 



-^z- 



J2. 



ese. 



is: 



The diminished triad is often used in cadences, in free style, (N.B). 

For practice, it is recommended that a cantus firmus be composed or select- 
ed, and the second voice or counterpoint set thereto, first as lower and then 
as upper voice. We choose for our illustrations, the following c.f. 























?R 

„ ..,(2?.. 










—^9^ 




— f5> 


-=1 



To this we apply a counterpoint according to the above observations: — 



ess. < 





















— <^ — 




— 


— i& 




— ^ 




Counter-2 


joint. 


















—& 






















. _ 


, (2? " 
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Example 689, presents the c.f. as lower voice, to whicli a counterpoint, (c.p.) 
as upper voice is added: — 



c.f. 



I — 



3z: 



IS 



In minor, the close should be preceded by the leading-tone which is always 
chromatically altered, e. g. 



eoo. 




as 



c.f. 
c. p 



"S 



-<5h 



c. p. 
c.f. 



sr 



— 



Keferring to what was said about placing too many consonant fifths and oc- 
ta^ves upon the accented measural-divisions, it will be seen that the following 
example, at a, lacks fullness on that account. The example at 6, makes use 
of the full-sounding consonances on the accented, throwing the others upon 
the unaccented parts: — 



a. 



eol. 



-s?- 



hetter : 



X 



\ 



r 



32- 



TWO NOTES AGAINST ONE. 

In this species of counterpoint, the primary accent or beginning of the 
measure is to be consonant, while the note which follows may be consonant 
(a, Ex. 692) or it may be a regular passing-note; i.e., a note coming degree- 
wise from, and progressing degree-wise into a consonance 















-— 


1 











Neither j^/!/is nor octaves are to be placed upon consecutive accents, for the 
prominence thereby given them produces the effect of parallel fifths and oc- 
taves. The unaccented notes, lying between, do not hinder this effect, e.g. 
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If the notes forming the fifths or octaves occur unaccented, the bad effect 
will be for the greater part removed; e. g. 

, i J J -<S- 



Makmg use of the same c,f. as at first, we add a counterpoint of two no'rs 
against one, according to the above rules and observations, first as lower, (695) 
and then as upper voice, (696). 



005. 



When a rest occurs, the first note thereafter is to be consonant. 







^ - 






















— ^ — 


... ^ 


— ^_ — 




a. — 





H 


— — 










— 








u_ — 






^ ■ 1 




i — 




r 












n — i — 


1 







eoo. 












fi 1~ 


— — -S^- 


















CM 1 


—1 


^_ 




0-f. 








1 ^ • 










-^2 



































In a counterpoint of three notes against one the same rule for the primary 
accent prevails. Of the second and third notes, one or both may be conso- 
nant, or they may be regular passing-notes. 



FOUR NOTES AGAINST ONE. 

As before, 1;he primary accent should be consonant. Once for all, this is 
the classical rule, and one that is always safe to abide by. Modern composers, 
however, sometimes deviate from this rule, in the freer style, by using a pass- 
iog-note or an appoggiatura upon the primary accent. This is justifiable, of 
course, if a compensatory advantage is thereby gained, such as a better lead- 
ing of the voices, or in oi^der to avoid a false progression. 

In th 3 present species, there is also an accent upon the third measural-divis- 

ion, if f f ^) therefore, if the counterpoint is to be perfectly pure and trans- 
parent, both of these accents should receive consonances. If it is desired, 
however, the second accent as Avell as the usual unaccented measural-divisions 
may be given passing-notes, even according to classical rules. 

No. 691, will serve as an example in which the above observations are heed- 
ed:— 



248 



MANUAL OF MUSICAL THEORY, 





















- — ^ 




— ^ — 


^ 








*^ c./. 

e. p. 






















— 1 — ! ^- 


1 




— ) — 










-J- -4- 











The c.y. may be employed as the lower voice and a counterpoint as upper 
voice added thereto. 

SIX NOTES AGAINST ONE. 

In this species, the accents are of two kinds. If written in | time there 

are two accents: — j ^ f f ^ * ^^^^ there are three: — 

■4- r f f ^ r M • '^^^ passage will naturally be purer if each accent re- 



ceives a consonant, but it is only necessary that the primary accent be so 
treated. 

EIGHT NOTES AGAINST ONE. 



The accents in this variety are as follows :- 



A ! t 

' ' ' 1 L-' ' i 



The pri- 
mary accent is to be consonant, and, generally, the secondary (fifth measural-di- 
vision) also, though this is not obligatory. The lesser accents are also option- 
ally consonant. In this connection we will explain at length a means of fa- 
cilitating the application of a counterpoint or second voice to a given c.f., viz: 
the G.f. having been written, the whole phrase or period is to be surveyed and 
the harmonies determined which may naturally succeed each other upon such 
a melody. Their fundamentals are to be recorded in the same manner as set 
forth in the chapter upon Harmonic Accompaniment, (XXII), e, g. 

FOFCg dOF 



09S. 































^- — 

















f5h — 
























— ^ — 


Zi^-. .... 



Even two voices can present the outline of a harmony; therefore, the above 
process will direct the attention to the harmonic foundation also, and thereby 
add interest to the whole passage. Having fixed upon the harmonies it will 
be found easy and very advantageous to write down the first note in each 
measure of the counterpoint, e. g. 

P 0 F C 



G 



0 











■■ ■■ ■ 










— — 




— ^ — ^ 


— ^ 




— — 





600. 



e. p. 
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The chief points having been determined, the only thing remaining is to fill 
out the spaces in this outlined counterpoint. These are to be filled out as me- 
lodically as possible, avoiding both parallel and covered octaves and fifths. 

In a phrase where so many notes in one part appear against one of another 
part, it is imperative to determine beforehand what note the counterpoint must 
reach in order to be consonant with the corresponding note in the c.f. Thus, 
in the above example the goalSj so to speak, having been determined, a c.p. 
commencing at one note or goal, is to be so ordered and lengthened as to 
move smoothly to the next, thereby melodically connecting these two points. 
For example, using the beginning of the above sketch, the c.p, might move as 
follows: — 











bt^^ 




Ji^..U- .. . 

c.f. 


^-^ 


2^E^ 


1 — 1 "1 ■ 

^t"! ' 

^-^k^ 




-4 

:t2= 



The following additional facilite Yf'Al often be found useful in simplifying the 
process of adding these intermediate notes. The application of four notes a- 
gainst one is certainly much easier than eight against one, therefore if the whole 
note in Example TOO, be divided, or imagined as divided, into half-notes the 
process will be virtually four notes against one. We should then have two 
goals to each measure, and the distances being short, the counterDoint can be 
filled out with corresponding ease, e. g. 









-[. Ij 





















--h — 



' Pursuing the plan just indicated, we present the entire cantusfirmus with 
the completed counterpoint, e, g. 





==i= 


1 I- . .., 

! 










-(5? ^ 






& j-f- 1 






^---^ — 1 — 1 F— ^ 




& ^- 






— b-h— — •**''<^i 




-1 0— ^ ■ 


i—^ — 







— i -1 


- 1 1 








i ^ 


^ 




-s> s 










rH—H-H 












- i , J --^g g-^ 




— 
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At ISf.B., a minor fourth occurs upon the secondary accent; its treatment 
as a passing-note will be noticed. It is self-understood that the division of the 
whole into half-notes here is only temporarily done, therefore, the appearance 
of the exercise properly written will be as follows: — 



ros. 











iS> 




1 1. 








-fi — ■ 






fi-x 1 — ' — h— ^ — 















— 












..^ 












^ 







— \- 1— i-H-n—t— 


U ! 














H^^-^- ' ' 

t-a^^ ^<?-a^-^ 






























— r-i — 1 — 

1 ! p 






1 'i 1 



The further varieties, with twelve or sixteen notes against one, have the 
sanae rules as those already given. 



SUSPENSIONS. BOUND DISSONANCES. BOUND CONSONANCES. 

SYNCOPES. 

The Bound Dissonance is especially characteristic of the contrapuntal style 
of composition. The Bound Consonance is also important, but occupies a sec- 
ond place, when compared with the first named. The rules for suspensions 
have been comprehensively noticed on pages 146-59. The same are to be ob- 
served here. In a bound consonance no resolution, as such, is necessary; its 
progression may be degree-wise upward or downward, or spring-wise to any 
other consoinance. 

CANTUS FIEMUS AS UPPEE VOICE. SUSPENSIONS EEOM BELOW. 

To practically illustrate the application of suspensions in two voices', let us 
take the following cf., first as upper voice: — 



The preparation, which will take place in the first measure, can be effected 
by means of each tone in the mode of C major which forms a consonance with 
the tone C. The consonant tones below C, are C, A, P and E, hence, each ol 
these will in turn be used in the following examples as preparation-notes. 
First, binding 0 as the preparation-note, it becomes dissonant through the en- 
trance of D in the c./. and then resolves downward to B, e. g. 
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c. p. 


.2 3 











In Example 106, the consonant A is used as the preparation, and, by the 
entrance of the D, a minor fourth arises. This must be resolved downward 
the s^me as a dissonance. The resolution to a fifth lacks fullness, to be sure, 
but as the same suspension is valuable in movements for three or mor^ voices, 



we give it here:- 



7Qe. 



4 ^ 5 

— 



The tone F is used in the following suspension as the preparation-note. The 
entrance of the D yields a consonance, therefore, the progression of tlie F 
may be degree-wise downward, (a) using E as a passing-note to a further pro- 
gression, or it may spring to any other consonance, (5). 

(The progression here of the F a degree upward, to G, would yiel(jl parallel 
fifths). 




Example 708, shows the attempted use of E as a preparation-note. 

Through the entrance of D the bound tone becomes dissonant and ought 
therefore to resolve a degree downward, to I). 

According to an already given principle, (viz: a tone lohich has been heard 
vjith the dissonance cannot be used immediately afterward as the resolution 
of thai dissonance), this resolution cannot take place. The suspension is, 
therefore, null and void and never to be used either in two, three or more voices : — 

not 



70S 



The Bass alone has the inherent power to sustain a suspension before its 
own tone. This exception is the Suspension of the Ninth, (see Ex. 110)^ and 
Suspension of the Seventh, already shown. 

CANTUS FIRMUS AS LOWEE VOICE. SUSPENSIONS FROM ABOVE. 

If we use the above c./ as the lower voice, the consonant tones above, 
wliich may be used as preparation-notes, are C,E, G and A. 
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First, C as a preparation-note, and, as in | time there is an accent upon tlie 

(y ? V 

f f f f ] the dissonance may be attacked at that 

point The example at a, ^09, is usually written as at &, e. g. 



a. 



^09 



h. ^ 



6 



8 7 6 8 7 

s 

In the following example, the ninth is suspended before the octave; the 
Suspension of the Ninth just alluded to. It must always be approached in 
contrary or oblique motion, or else the effect of parallel or covered octaves 
will be distinctly heard: — 



not: 



not: 



c. p. 
c. f. 



9 8 



1 



8' 



-7^- 

ft 

8 



A suspension never removes the effect of a faulty progression. 

Similar to the Suspension of the Ninth, that of the sixth before the fifth, 
and the fourth before the fifth must always be approached in oblique or con- 
trary motion, in order to avoid consecutive fifths, e. g. 

not: not: 




3 



6 5 



4 5 5 



'5 



4 5 




XJsing G as a preparation note, and the same c./. as lower voice, a minor 
fourth arises. Its treatment is the same as a dissonance,— -it is resolved a de- 
gree downward, e, g. 



In using A as a preparation, no dissonance results ; the progression of the 
bound tone is consequently not determined, e. g, 



\ 



— 1 1 
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For the pupils exercise in this direttioii, any one or more of tlie various 
other melodic intervals may he taken as the c,f. and used first as upper and 
then as lower voice or vice versa. All the tones in the same mode which are 
€onsonant with the first note of each c.f. given below, are to be used as pre- 
paration-noteS) then bounds and> through the entrance of the second note of 
the c.f.y the result will be either a dissonance or consonance which is to be re- 
solved or progressed in the manner we have indicated in the preceding exam- 
ples: — 




m 



— ^- 



V 



YI 

















■■ 








..r_^__. .1 
































— ^- — 1 ' 




1 — ^ — 




ST) ' 



The major fourth and major seventh are omitted because of their being uii- 
melodic intervals. 

The foregoing suspensions have all been effected according to classic rules. 
In modern compositions the dissonances which are allowed to enter free are 
also allowed to be used as preparations to suspensions. These are the minor 
fifth, minor and diminished seventh. The reason of this license is found in the 
mildness of their dissonance, e. g. 



^15.1 

















^ — -d— 


A 

: , 




_IB 1_ 




_Hn 




■Xf ^^^^-^ — <^ 

"^5 4"^ 3 




7 


4 3 







The following examples will suggest in what manner suspensions may be em- 
ployed upon a more extended c.f. 
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. 1- 
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1 — 1 












1 " 




=1=: 






c. p. 



8 



4 3 



7 6 



7 6 
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CHAPTER XXXVI. 

III. THREE-VOICED fflOVEMENTS. 

With the aid of three voices we are able to present a complete triad, and 
also the principal voices {fundamental, third and seventh) of a Seventh ac- 
cord. Through the leading of the voices certain tones in these chords will be 
often omitted and other tones doubled in their stead. In a Third-Fifth accord 
(the Fundamental position of a triad) t\\Q fifth may be omitted and therefor 
the fundamental or third doubled, e. g. • 



718, 




In former times, the third was often omitted and the fundamental or ^th 
doubled, especially at the beginning and end of a period or composition, e. g. 



710. 




Their use in this way has become obsolete, except, perhaps, where this very 
lack of fullness expresses the precise character desired. 

In a Third-Sixth accord, the third may be omitted and either of the other 
tones doubled in its stead, e. g. 




A Fourth-Sixth accord, in which no tone can be omitted without changing 
the chord, is to be treated as a bound dissonance or as a passing-chord. As 
a bound dissoyiance, the fourth or both fourth and sixth may be bound and 
resolved a degree downward, e. g. 



731. 




As ?i passing-chord, it will occur unaccented and the Bass of the chord 
must be treated the same as a passing-note; i.e., it must be gained and left de- 
gree-wise, fourth and sixth are to be entered and progressed as melodi- 
cally as is consistent with presenting not only the Fourth-Sixth accord but 
also the immediate preceding and following chords as full as possible. As the 
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passing-cbord occurs unaccented, its predecessor and follower will most likely 
be accented, and endeavor should always be made to secure as complete, full- 
sounding accords as may be practicable upon the accented measural-divisions, 
on account of the prominence of those points. On the other hand, the weak 
effect of those chords, lacking fullness, is least felt when they occur upon the 
unaccented parts of the measure. Examples of passing-chords: — 



i&fcr — ^ 




--^ — nrr 









^ 


— <5^— 




—dSf — 


— ^ 




<^ 6 6 
4 


6 


5 6 
3 4 


6 


6 6 
4 


5 
3 






1 1 




"1 1 




3^-4 





































Modern composers enter a Fourth-Sixth accord, free^ {L e,, unprepared by 
one or more of its tones having appeared in the preceding iaccord), but ac- 
cented, as in the complete cadence, e. g. 



33. 





1 1 


mi 































6 5 
4 3 


1 — ^ — 




:^ 


6 5 
4 3 








1 1 ^ — 


■ ^ 

















In Seventh accords, one tone, in three-voiced movements, will always ne- 
cessarily be omitted. The fifth is best adapted to omission, but the third and 
sometimes ho\h fifth and third are omitted and the fundamental doubled in 
their stead. This, of course, causes a corresponding lack of fullness, e. g. 



724., 













— -1 










— ^ — - 





In the Fifth-Sixth accord, the third may be omitted; in the Third-Fourth 
accord, the sixth, and in the Second accord, the fourth or sixt\ e, g. 



"73 5. 




The omissions in the various chords above referred to will arise in the en- 
deavor to give each voice a melodic flow, rather than to the combination of 
voices a rich harmonic effect. In other words, the art of Counterpoint de- 
mands that each individual voice shall form a flowing, independent melody 
and yet that the combination of voices shall not transgress the laws of Har- 
mony. 
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Covered octaves and fifths are allowed in three-voiced movements, but are 
to be much more carefully introduced than in movements for four or more 
voices. The classic rule specifies that one of the three voices shall move in 
contrary motion, e. g. 




is:*© 



-i 



Modern composers deviate from this rule, allowing all the voices to rise and 
fall, although covered octaves or fifths appear, provided that there exists a 
tone (although not heard) which is common to both harmonies. Chords rela- 
ted in the fifth are most favorable to this deviation. Thus, in Example 121, 
all the voices rise and fall, causing the appearance of both covered fifths and 
octaves. Though not tangibly present, the connection (see dots) of these har- 
monies is easily felt, e. g. 



727. 




The minor fourth, which , in two-voiced movements, on account of its lack 
of fullness, is treated like a dissonance, in three-voiced movements may enter 
and progress like a consonance, (spring or degree-wise at will), provided it oc- 
curs as a component part of a consonant Third-Sixth accord, thus:-— 



72S 



6 
3 



As we already know, the entrance and progression of a consonant Third- 
Sixth accord is entirely free; hence, the minor fourth, when appearing as a part 
of this accord, will progress in the same way, e. g. 



720. 




^-^E — ! — 



Fifths and octaves are not to be allowed even upon consecutive accents, e, g 

not: f not: ♦ » 



730. 
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Xi fifths or octaves occur upon unaccented parts of the measure, wliile oth- 
er intervals appear upon the between-lying accents, their judicious use may be 
permitted, e, g. 



» better: 



♦ hett&r : 



731. 















































^=i= — r 
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8 


8 



The principal cadences with three voices are as follows : — 



a. 



221 



is: 



j2. 



i9- 



733 
6. 



:2: 



In the following exercises, in writing for three voices, the same plan will be 
pursued as that adopted for the two-voiced movement, -mz: note against note, 
two notes against one, etc. The most practical way of working out a three- 
voiced movement is as follows :^ — Having composed or selected the c./!, first 
outline a counterpoint and afterward add the third or filling-voice, at which 
time such alterations may be made, if found necessary, as shall adapt these 
applied voices to the c./., remembering, however, that each voice, when se'pa- 
rately regarded, is to be as melodic as possible, and that the three voices when 
united shall present an intelligible harmonic succession. We shall make use ' 
of the same c.f. as in Example 687, and first set 

NOTE AGAINST NOTE. 

In this species we are to use only consonant intervals, consonant triads and 
the dissonant intervals and accords which are allowed to enter free. Follow- 
ing the above suggestion, we first apply a counterpoint, e. g. 



733. 

















r 9' \ 




— ■ 










— i& — 




^ c.f. 
e. p. 


















-7^ 


— - 










— ^ 


— 






a. 











To this c.f. as Soprano, and c.p. as Bass, we are to next add the fiUing-voice. 
This may be either Tenor or Alto. The following point is to be borne in mind 
in the addition of this third voice, viz: such tones are to be employed as will 
increase the harmonic effect as much as possible and yet not sacrifice the for- 
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mation of an independent melodj. Observing this, Example t33, three-voiced, 
may take upon itself the following treatment: — 





















— - 




— 























~<9 





Filling-voice. 



c.p. 



-fa- 



lsi 



i 



Upop examination it will be seen that each voice in Example 734 is of itself 
an independent melody, and that unitedly they form acceptable harmonies. 

The exercise should be varied by using the c.f. as Bass and applying there- 
to a c.p. as upper voice, adding afterward a third or filling-voice, (/.u), e, g. 



735. 




321 



J2..- 



A still further variation is to be gained by using the c.f, as a middle voice. 
In this case it is quite immaterial which of the outer voices be first added. 
Whichever it may be, of course that voice will be the c.jt>., and the last added 
will be the f. v. It is not necessary that the counterpoint in a three-voiced 
phrase be applied exactly as in one of two voices. This remark apphes espe- 
cially to the minor fourth and to covered octaves and fifths j the first of which 
is treated like a dissonance, and the last of which are entirely excluded in two- 
voiced movements. For example, suppose we apply to the same c.f the fol- 
lowing c.p.i — 



1^ 



-(9- 



c. /. N.B. N.B. 

At N.B., minor fourths are used like consonances, which in two-voiced move- 
ments is not permitted. If now, in adding the third voice, care is taken to 
form Third-Sixth accords at these points, the fourths will be correctly used ac- 
cording to the rules for three-voiced phrases, e. g. 



ray. 
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^ c.f. 

f. V. 
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In the same maimer the counterpoint may form coyered octaves or fifths with 
the G.f., provided they are made good upon the addition of the filling-voice, 
either by leading that voice in contrary motion, or by seeing that the repre- 
sented harmonies are closely related, (see remarks on this point above). 

TWO NOTES AGAINST ONE. 

In this species, the primary accents should be given consonances or the free 
dissonances, the same as in note against note. The second may be consonant, 
entering and progressing spring or degree-wise at will (a, Ex. *T38), or it may 
be a regular passing-note, in which both its entrance and progression must be 
degree-wise, (6), e. g. 



a. 



h. 



























1 ^ 


1 B 



Y 



As before, the c.p. should be first added and the f. o. afterward, e.g. 
c. /. 



7SO 




ti. p. 



N.B.l. N.B.2, 



At N.B., 2, the chord lacks fullness on account of the omission of the third 
(C). The primary accent (N.B. 1) in that measure, however, presented- the 
full chord, therefore, the unaccented measural-division (IST.B. 2) may be allow- 
ed, where necessary, to use intervals which lack fullness. It would hot be ac- 
ceptable if the position of the two notes, G and A, in the c.p. were interchang- 
ed, especially in a slow tempo, e. g. 

not : 



9i 



Example ^141 retains the c.f. as upper voice, but varies the exercise by us- 
ing the c.p. as a middle, and the/, v. as lower voice; — 
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c. f. 
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The G.f, should be placed in each voice, while the other two should have al- 
ternately the G.p, and f.v., as follows; — 




•74.5, 




is: 



12^ 



■ — 
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1- 
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THUEE NOTES AGAINST ONE. 

Ill this species, the primary accent is to be treated as before, while one or 
both of the following notes may be consonant or regular passing-notes, at pleasure. 

The G.f. should be placed in turn as upper, lower and middle voice, and the 
c p. and /. \). alternated between the other two voices. In this way the c.f. 
may be used twice in each voice while the G.p. and f,v. alternate their posi- 
tions. In the following examples the cf, is used once in each voice, leaving 
the other varieties for the pupil to work out, e. g. 
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c. p. 



J- 



e. p. 



a-9 



.0L 



Sr-' 



c. p. 



r 



In the last example, the o.p. appears alternately as upper and lower voice, 
Che c./. having been placed in the middle. The f.v, alternates with the c.p., 
and in th^s manner the exercise was worked out. Thus, it will be seen that a 
figure given out by one part may be imitated by another. It would lead us 
to the discussion of Canon and Fugue were we to fully develop the subject of 
imitation and treatment of figures or motives, and that being too extended for 
our pretsent purpose, we, therefore, only throw out the above hints with the 
recommendation to an earnesfc study of the entire art of Counterpoint, 

The rules for four, six and eight notes against one, are the same as for two- 
voiced" movements; i, e., the primary accent should be consonant while the oth- 
er tones, accented or unaccented, may be consonant or regular passing-notes, 
at pleasure. We pass over the exercises with four and six notes against one, 
and present at once an example with eight notes against one. 

EIGHT NOTES AGAINST ONE. 

In outlining the o.p, to a given cf. in this species, the faoilite explained in 
two-voiced movements may be employed to good advantage. 




~J5L 



( 




a — ■ — ^ 



-0^ 



'0- 



■^■\~-^~0- 



Interchanges of the voices in this species should now be effected by the pupil. 
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SUSPENSIONS IN THREE-VOICED MOVEMENTS. 

The same rules apply here as for suspensions in general, and the exercises 
are to proceed in the same manner as explained in two-voiced movements, viz: 
first, two notes standing at the interval of a second are to be taken as the c./*., 
and each consonance of the first note used as the preparation to a dissonant or 
consonant suspension. Having finished with a second as <?./*., other melodic 
intervals should be employed in the same capacity, (see table on page 253). 
The cantus firmus may appear in each voice alternately, and the suspended 
tone in each of the other voices, the c.p. and/, v, alternating with each other. 

This yields a long list of suspensions, only a few of which will be presented 
here, sufficient, however, to indicate their further development, an exercise of 
great practical value. 

Placing the cf, (C, D) as upper voice, the consonances which may serve 
as preparation-notes either in the lower or middle voice are C, A and F. It 
is most practical to first apply the suspension and afterward add the filling- 
voice. If the/, v. is to appear in the middle, of course the c.f, and p.p. will 
be so placed as to leave sufficient space. Using C as a preparation-note in 
the lower voice, the example would first assume the folloT^ing form:— - 







— - — f9 










2 3 


^~ 









\ The next point would be to add the filling-voice. The harmony indicated 
in the first measure would most naturally be supposed to be the triad of 0 
major, and that in the second measure the triad of Gr major, the c.p. being a 
suspension before one of the tones of that triad. The/.i;. might therefore be 
added as follows: — 









^- 




^ \ — 






^ 5 6 
c. J5. 2 3 

























With the present c.f. the consonance E cannot be used as a preparation- 
note because its resolution would be false, e. g 
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Leaving the pupil to form other suspensions in the lower voice, using the 
consonances A and F as preparation-notes, we pass on to give an example in 
which one of these consonances is used to prepare a suspension in a middle- 
voice, e. g. 



753. 





^ 








-—^ 

7 6 

3 3 












iSh 



In connection with this example (^53) it might be practical to say that the 
filUng-voice could not be worked out as in Example ^54, on account of the 
octaves which always arise in approaching a Suspension of the Ninth in simi- 
lar motion, e. g. 



•754.. 



I 



not : 



The pupil should work out the other suspensions which may be made in the 
middle voice by using the consonances C and F as preparation-notes, still re- 
taining the c.f, as upper, and adding a /. v. as lower voice. The consonance 
E cannot be used here as a preparation-note for the same reason as expressed 
m Example 152. 

If we place the c.f. in the lower voice, the suspensions may be formed in 
the upper and middle voices alternately. The tones consonant witli the pres- 
ent Q.f. to be used in either of the upper voices, are 0, E, G and A. We 
present in No. 155, an example of a suspension in each of those voices: — 



755. 














^=rt=s 


^ 





264 



MANUAL OF MUSICAL TUEOBT, 



Furtlier, if the c.f. be placed in the middle, suspensions may appear in the 
upper and lower voices. The consonances which may be used as preparation- 
notes have already been named. We give here an example of a suspension 
in the lower and upper voices with the c.f. in the middle: — 




At N.B., Example 756, A is used as the preparation-note, and as it remains 
consonant during the entrance of both notes of the c.f., its progression is free, 
degree or spring-wise, at will. The consonance E cannot be used as a prepar- 
ation-note either as upper or lower voice when the cf. here used appears as a 
middle voice. In the first case, it would form a Suspension of the l^inth be- 
fore a middle voice, {a, Ex. t5t), whereas the lowest tone, only, has the in- 
herent weight to sustain such a proceeding. In the second case, the resolution 
would be to a tone already present, which is against the oft-repeated principle 
respecting resolutions, (&), e. g. 

c.p. I not. I ] 6. not. 




Having worked out the various possible suspensions upon the above c.f., 
other melodic intervals (see table, page 253) should be employed in the same 
manner until this characteristic of Counterpoint is thoroughly understood. A 
c.f of more pretension may then be selected or composed and suspensions ap- 
plied as in Example 158. As before, the c.f. can appear in any one of the 
three voices; it is placed in the middle voice here in order to present at once 
suspensions from above and below, e. g. 
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At N.B., one voice springs away before the resolution of the suspension 
takes place. This may always be done, provided the spring is made to a tone 
common to the chord of resolution. One more remark is necessary; — the in- 
troduction of a suspension should never disturb the unity of the rhythm bv 
being so applied as to produce a limping, halting effect. 

— — • M-'OH'-^ 

CHAPTER XXXVII. 

IV- FOUR-VOICED MOVEMENTS. 

The harmonic phase of four-part writing has been thoroughly discussed in 
the Harmony System proper. The purpose in the present section is to give 
some general rules and suggestions with respect to the contrapuntal method 
of treating this number of voices. The specific and elaborate development of 
this style is not intended here, as has already been remarked, but as it is pre- 
sumed that the student of music will not always be satisfied with the composi- 
tion of continuous chord-successions or the harmonization of the given c.f,, 
note against note, so it is thought advisable to present a sufficient number of 
the principal rules of four-voiced counterpoint to enable him to ornament and 
melodize those chord-successions, and render more flowing the harmonies which 
may be applied to a choral melody. This might be properly termed the 

ELABOEATION OF A HAHMONIO MOVEMENT OB ACCOMPANIMENT 

TO A GIVEN MELODY. 

With the aid of four voices, not only triads but Seventh accords may be 
presented in their entirety. It will often be found necessary or advantageous, 
however, in order to secure a melodic leading for each of the four voices, to 
omit certain tones in the accord and double others in their stead. 

Thus, in a Third-Fifth accord, the Jjfth maybe omitted and therefor the 
prime, octave or third doubled. The omission of the third seldom occurs ex- 
cept upon unaccented measural-divisions, e, g. 




5 

(fe)3 

In a Third-Sixth accord, the third may be omitted and any of the other 
tones doubled in its stead, e, g. 




6 
3 



In a Fourth-Sixth accord, nothing can be omitted without destroying its iden- 
tity. Its entrance even with the fourth omitted may often produce the feeling 
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of the presence of a Fourth-Sixth accord, but, inasmuch as the deciding inter- 
val is wanting, the chord could be regarded with equal propriety as a Third- 
Sixth accord. Any of its tones may be doubled. 

In Seventh accords, the fifth may be best omitted and the fundamental or 
third doubled. The third inay be omitted and the fundamental or ffth 
doubled, e.g. 



In a Fifth-Sixth accord, the thi7^d may be omitted and the original third 
or fundamental doubled, thus: — 

_n_ — — — — — ^. 



5 

In a Third-Fourth-Sixth accord, the sixth may be omitted and the funda- 
mental or original ffth doubled, thus:^ — 



In a Secand-Fourth-Sixth accord, the sixth may be best omitted and the 
fundamental or original ffth doubled, e. g. 



The rules for voice-leading are the same as have already been given in the 
Harmony System. Parallel octaves and fifths are entirely forbidden, and cov- 
ered octaves and fifths are to be permitted only in connected accords. The 
melodic flow of each voice is more essential than the formation of full accords. 
Xu the endeavor to carry out this suggestion will be found the reason for the 
omission of various non-essential accord-tones, enumerated above. The exer- 
cises should proceed in the same manner as that shown in the two and three- 
voiced movements, viz: first, note against note, then two notes in each of the 
applied voices, in turn, against one in the of, then three, etc. 

The first species has been thoroughly discussed in the chapter (XXII) on 
Harmonic Accompaniment to a given voice, and a review of that section at 
this juncture will be of decided value as a preparation to what follows here. 
Notwithstanding the monotony which may possibly be experienced, we consid- 
er it more practical to employ the same c.f through all our exercises, in the 
various movenients under consideration, thereby giving an outline of what can 
be done with a single simple melodic phrase. 






6 
4 
3 




4 

2 
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The first species here will be a simple choral-like succession of harmonies; 
therefore, the process explained in Chapter XXII, will be employed to deter- 
mine those harmonies. 

Having written down the c./., we note above it the fundamentals of such 
accords as are deemed a suitable accompaniment, e. g. 

F E° F C BI2 F C F 

i 



yes. 



mi 



is: 



To this the most important of the applied voices should next be outlined, 
(here the Bass). We use the term outline, because it Avould be almost impos- 
sible to secure permanence to this c. p. before the other voices are added. The 
advantage to be gained in this outline is a sort of basis upon which may be 
formed all of the applied voices. 

F E« F C B[2 F C 



F 









— ^ 


— 


■ 






6 


— ^ — 

6 










— ^ 




tnk' — 


... 


— ^ 






— ^ 






P^^e- = 








— & 









The riiiddle or filling-voices may now be supplied, remembering that each 
one is to present as melodic a form as is consistent with the harmonic whole, e. g. 

F F C Bjj F C 



F 

























^ 


(5? 






s : 




- ^- 




1 ^ 










^ — 




I ^ 

^ 






/$- 








« 















I 



^The G./. should in turn be placed in the other voices, and the remaining three 
parts applied thereto, note against note. We present one more example in 
tliis species, in which the c.f. appears in the lowest voice, leaving the student 
to work out similar examples with the c.f, in the Alto or Tenor. In Exam- 
ple 768, the Soprano would be the first voice added, and afterward the Alto 
and Tenor. The outer voices, on account of their prominence, should receive 
the^ advantage of the first attention. 

The key of C is here used on account of the better position of the voices, e. n 



res. 



X 




22: 



— ^ — 



C.J, 



i3 
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TWO NOTES AGAINST ONE. 

, In tliis species, one of the recognized chord-formations is to be used upon 
the primary accent. The second or unaccented measural-division may be con- 
sonant; i. e., an accord-tone of the preceding harmony, or it may be a regular 
passittgMiote. G-reat care must be taken or the progression of this after-note 
with some other voice or voices to the next chord will be faulty, (parallel oc- 
taves, fifths, etc). I 

For the greater part, Example t69, contains this elaboration in the lowest 
voice. It also appears, occasionally, in the middle-voices either to avoid faults 
or to gain such harmonies as will better connect the accented accords, (N.B., 
1 and 2.) 




c.p. 



As usual, the c.f. should be placed in each voice in turn, and each of the 
other voices elaborated in the same manner as the Bass in the above example. 
In this and following species, the c.f, having been written down, the elabora- 
ted voice is the next to be outlined and the filling-voices afterward added. 

THEEE NOTES AGAINST ONE. 

The same rule prevails respecting the primary accent, while one or both of 
the other notes may be accord-tones or passing-notes. In this example (t70) 
we place the c.f. in tlie Tenor, and the elaboration in the upper, and occasion- 
ally in the other voices; — 



^-0 



^4- 



J. 



I 

I 



The rules for four, six and eight, or more notes against one, are the same as 
those already given. Each species should be worked out with the c.f., and a 
figurated voice in each part alternately. Then, attempts may be made in the 
imitative style, or in the simultaneous figuration of two or more voices, as for 
example in the following, in which are set 

SIX NOTES AGAINST ONE. 
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1 I I 



'2^ 



-(52- 



IS?" 




8/ 



'4. 



is: 



SUSPENSIONS IN FOUE-VOICED MOVEMENTS. 

Exercises in suspensions should here follow upon the same cantus firmi as 
given in the table, (page 253); further, the same systematic development is to 
be pursued as in three-voiced movements, only the field is still wider here on 
account of the additional voice. Thus, the c.f. may appear in each voice in 
turn, and the suspensions alternately in the other three voices; and, further, 
e^ch voice may use all the different consonances of the first note of the c.f. as 
preparation-notes. In the following specimens we shall present the c.f. in each 
voice and only one suspension in each of the other parts, leaving the pupil to 
make use of the remaining consonances. 

First, an example with the c.f in the Soprano and suspensions in the Bass, 
Tenor and Alto: — 

c.f. 



-0- 



r 



1^- 



The consonance C is used as the preparation-note in each of the above ex- 
amples in order to show the different relative positions of the remaining voices 
thereto. The other consonances to be used here, as preparation-notes, are F 
and A, (E cannot be used in this capacity, with this c.f. in any of the upper 
voices, because its resolution could not be properly effected). 

Example tl3, employs the c.f. as Bass, vs^ith suspensions in the other voices, 
using the consonance E as a preparation-note. Here arise Suspensions of the 
Ninth. The two voices forming such suspensions must always approach the 
suspension in contrary motion, in order to avoid parallel octaves. The other 
consonances to be used here, as preparation-notes, are C, Gr and A. 
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Placing the G.f. in the Tenor or Alto, suspensions may be formed above and 
below upon each consonance except E. The consonances above the G.f. are 0, 
G and A, and those helow are C, F and A. For example, the c. /. in the 
Tenor: — 



(consonance.) 



12: 



cons. 



-tW- 













j9 ^ 


^ 




^ 





c. /*. in the Alto and suspensions above and below: — 



IS" 



I 



Having thoroughly comprehended the preparatory exercises in the art of 
suspensions in four-voiced movements, their application to a more lengthy c.f, 
should follow, e. g. 



I N B 



I 



-fl^i- 1 1 I 





... 


y^-, 










1 — \ — a 


B iff' 


?-4 


1 1 ■ 






-^-i — 




: • 





At N.B., is a reminder that the hound tone can spring to any and every 
accord-tone previous to its regular resolution, (see remarks and examples on 
this point, page 151). 
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CHAPTER XXXVIII. 

"V*. MOVEMENTS FOR MORE THAN FOUR VOICES. 

It will not be necessary to develop the five, — six, — seven, — or eiglit-voiced 
movement so thoroughly as we have the two, — three, — and four-voiced. Those 
who have an inclination, or the occasion therefor, will have little difficulty in its 
accomplishment, when, in addition to the preceding, the following suggestions 
are also observed. 

In movements for more than four voices no accord can appear without one 
or more of its tones being doubled or tripled, and this necessity for duplication 
naturally increases with every voice additional. 

To illustrate the treatment of these added parts, we shall make use of the 
various chord-successions presented in the Harmony System, beginning with the 
succession of triads in which the fundamental falls a third. 

Two essential principles are here, as everywhere, to be italicized, viz: 

1. Parallel unisons or octaves are to be used in a composition for two, threet 
four J or more voices, only when they are intended to form a purely melodic 
phrase. In pure harmonic structure, hoivever, parallel unisons, octaves and 
ffihs, are to be sti'ictly excluded. 

2. No tone which has a certain determined progression is to be doubled. 
This excludes the doubling of sevenths, bound dissonances, and the leading- 
tone, as such. 

Covered octaves and fifths may be given much more liberty than has been 
allowed in four-voiced movements. The greater fullness of the chords con- 
ceals proportionally the lack of purity in the voice-leading. 

In a triad-succession, four-voiced, where the fundamental falls a third, the 
voice-leading, as we know, would be as follows: — 




In order to add new voices, without creating faults, it can take places 
I. Through doubling the connecting-tones, ad libitum, e. g,) 









S2.- .... 




■ 
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It is deemed unnecessary to give separate examples of the manner in which 
the above and following chord-successions would appear, five, six, and seven- 
voiced, etc., the purpose here, being to give an idea how many voices can be 
used and how they are to be treated, leaving the number to be selected from 
this mass to individual occasion. It is suggested, however, that for the sake 
of practice, at least a part of the exercises in triad-successions, (pages ^8-98), 
be worked out five-voiced, etc., the same as they were with four voices. 

To better manifest the independence of the voices : 

II. Those tones which can remain stationary may he interchanged. 

In the above succession, 0 and E are stationary tones, therefore, instead of 
binding them, C may progress to E, and E to C, e. g. 



The covered fifths or octaves which result from this manner of treatment, as 
well as in general, in many-voiced movements, are not to be heeded, especially 
if they appear in the inner voices. 

III. Voices whose progression is not limited can spring to any tone of 
the new accord, provided parallel octaves or fifths do not thereby arise, e.g. 



At a, Example *780, three voices, starting from C, spring to three different 
tones, (A, 0, E, all the tones of the new accord), while a fourth voice remains 
stationary. It, of course, rarely occurs that four voices would appear in uni- 
son, but the above example not only hints at what could be done in such a 
case, but also shows what a number of progressions a single voice, occurring 
in the same position, might have to choose from. 

At &, of the same example, the G progresses to every tone of the new ac- 
cord, (A, C, E), but as it is not capable of being used as a connecting-tone, 
like the C, (at a), its manipulation is a trifle less varied. We see here that 
the progressing tones in a chord-succession may also be reduplicated and move in 
various directions, provided the progressions of those tones are not limited as 
is the case with the seventh, leading-tone, and hound dissonances. 
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The same things are to be observed in many-voiced triad-successions where 
the fundamental rises a third. An example or two will be sufficient: — 




At a, Example 181, is given the simple four-voiced succession; at 6, the sta- 
tionary tones, only, are doubled; at c, two voices interchange; at d, are shown 
some of the various progressions starting from a single tone. 

In the next triad-succession the fundamental was caused to fall a fifth. 
This yielded but one connecting or stationary tone, the leading of the other 
voices being as follows: — 




This stationary tone can be re-duplicated at will: — 




According to the method of treatment explained in connection with Exam- 
ple 780, those tones which can remain stationary, as well as those which must 
move, may be reduplicated and led in various ways, care being taken to avoid 
unmelodic progressions, open octaves and fifths. In the application of this 
treatment to the chord-succession before us, the following will serve as an il- 
lustration: — 
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The same conditions prevail and the same manipulation as the above is to be 
to-ixip^oyed when the fundamental rises a fifth, e. g. 



785. 



is: 



IS' 



-d2- 



ISI 



2?- 



i^ 



I2S, 



In triad-snccessions, where no connecting-tones exist, still more care is ne- 
cessary in Wth leading of the voices, as we have already learned. As in such 
successions, Maany-voiced, every tone must move to a new place, so every re- 
duplication must be progressed in a different manner from all other reduplica- 
tions of the same tone. This can be done by leading these voices in contrary 
motion, or by progressing each one of them to different accord-tones, e, g. 




The outer voices in chords not connected should be especially well led. Con- 
trary motion is best adapted thereto. Seventh accords, many-voiced, are to 
be treated exactly as if four-voiced. The original seventh, having a limited 
progression, can never be doubled. 

Remabk — Isolated cases occur where a melodic leading of two voices in oblique or 
contrary motion causes the temporarj?- duplication of the seventh, but in the pure har- 
monic structure the genuine doubling of this member as an accord-ione, never occurs, 
since both voices would be obliged to resolve the same way, thereby producing paral- 
lel octaves or unisons. 



Every other voice of a Seventh accord but the original seventh, may be re- 
duplicated and led in the same way as the various parts of a triad, e. g. 
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Diminished Seventh accords are to be avoided in many-voiced phrases, be- 
cause reduplication of its voices generally yields bad-sounding covered octaves 
or fifths. 

Having spoken of the purely hcCrmonic treatment of polyphonic successions, 
a few words will follow here concerning the figurated phase of the same. 

lY. Each voice may be figurated through some one or more of the follow- 
ing mediums: — accord-tones, passing-notes, auxiliary-tones, or appoggiaturas ; 
i. e., one or more voices may use the accord-tones in arpeggio form while the 
remaining voices sustain their respective tones (a, Ex. ^88), or the spaces be- 
tween these accord-tones may be filled out with passing-notes, (&). Further, 
the contiguous or auxiliary-tones may be used especially well in ornamenting a 
stationary tone (c) ; and, lastly, accord-tones or even pas'sing-tones may be or- 
namented by means of appoggiaturas or free dissonances, (d). 





Even more care is necessary in the above figurative treatment, in order to 
avoid faulty progressions, than in the chord-successions, and, where tke figura- 
tion is to be applied simultaneously to two or more voices, the call to caution 
is still more imperative. 
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PART IV. 



CHAPTER XXXIX. 
iYNOP^SIS OF OOMFOSITIOnST 

It is the purpose of the present section to enumerate, in a brief manner, the 
various forms of composition and the fundamental principles to be observed in 
their construction. 

The simplest, most ordinary and most symmetrically sustained is the 

SONG FORM. 

It may be used for one, two, three or more voices, and usually contains two 
parts, called unitedly a Period, and respectively a Thesis and Antithesis. 
These latter are, in turn, sub-divided into sections of two or more measures, 
as for example, in the following scheme: — 



Section. 



Thesis. 



Antithesis. 



Period. 



A Period, in this Form, often contains three parts, called Thesis, Middle 
Phrase and Antithesis. The number of measures in each part is indefinite, 
but an important rule is, that the Middle Phrase shall not be longer than the 
Thesis, as the symmetrical relation would otherwise be disturbed. The An- 
tithesis may be longer, but never shorter than the Thesis. 



Thesis. 
Section. 



Middle Phrase. 



Antithesis. 



TOO. 



Period. 



The Thesis and Antithesis will naturally revolve themselves, for the greater 
part, in the principal Key, and the Middle Phrase will oftenest appear in a re- 
lated Key. Toward the end of the Thesis, a modulation may be made to the 
Key to be used in the Middle Phrase, and again, near the end of the Middle 
Phrase, a modulation may be made, leading back to the principal Key, which 
will be used again in the Antithesis. 
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SONG WITH ACCOMPANIMENT. 

Prior to everything else, the accompaniment is to be the very counterpart 
of the character of both song and words. 

Its form is naturally the same as the song, but, in addition, it usually has a 
Prelude and Postlude, and, often. Interludes. The Prelude, which should not 
be too long, — generally two or four measures is sufficient, — is designed to in- 
troduce the peculiar character, or tone-colour, of the song itself. To this end, 
it may use the principal melody, or a motive therefrom, or quite another mo- 
tive, but of the same character. It may, also, consist of a characteristic ac- 
companiment form. 

It is usual to begin the prelude with the principal key, and close it with the 
Dominant accord, thereby allowing the song to begin in the principal key a- 
gain. The interlude or passage while the song pauses, and the postlude or 
coda, are not to employ, as a general thing, new motives. The unity of the 
whole is not to be disturbed unless a deviation is necessary in order to follow 
up the character of the song. 

DANCE FORM. 

A period in this form ordinarily comprises two parts, (Thesis and Antithe- 
sis), both of which may be repeated, and the rhythm is usually quite symmet- 
rically sustained. 

The second part may be longer than the first, but never shorter. In regard 
to the modulation, the opening measures should establish the principal key 
through use of the harmonies found in some one of the well-known cadences 
The first part may close in this principal key, in which case, the second part 
will at once commence in the related key, which has been determined for it, 
finally closing in the principal key, (that used by the first part). 

It is still more interesting, if, in the first part, the principal key having been 
established, a modulation is made closing in the key (often the Dominant) 
which is to be used by the second part. In this case, part second can touch 
more remote keys in its modulations, but must, of course, close in the princi- 
pal key. The Dance Form, usually, has a middle phrase called a Trio. This 
is sometimes designated in the composition and sometimes not. It appears in 
a key related to the principal one, that of the Dominant or one related in the 
third, and has the same form as the principal phrase. It may be as long but 
not longer than the principal phrase. This latter is of primary consideration, 
while the trio is secondary. This middle phrase should be in the general char- 
acter of the principal phrase, yet offer interesting rhythmic and modulatory 
contrasts. 

The principal phrase is generally repeated aftsr the trio; and, when these 
two do not stand in smooth melodic and harmonic relation to each other, a 
short, moclulatory interlude may be inserted connecting them. 

The same key is very seldom used for the principal phrase and trio also; and 
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the trio should not ordinarily appear in the key of the Sub-dominant, as often 
happens in the compositions of novices. This is rarely to be found in the 
works of acknowledged masters, and in these isolated instances, a sufficient 
reason is generally apparent. Further, in most such cases a short modulation 
follows the trio in which the Dominant of the principal key is heard, thus re- 
instating that principal key, (see, for example, the modulation after the trio, 
in the Scherzo in Beethoven^s A|2 Sonata, Op. 26). If one phrase appear in 
C major, for example, and another in the key of its Sub-dominant, (F major), 
it is not difficult to mistake which is the principal key. If now, the key of 
the Dominant (G major) is heard, we are not at a loss to discover that C 
major is the principal, and these others the auxiUiary modes. 

The composition may end with the repetition of the principal phrase, or a 
coda inay still follow, in which the character of the whole piece is to be inten- 
sified, or which shall lead more smoothly to the final repose. The coda should 
not exceed the length of the principal phrase. The important points in com- 
positions of this class are melodic and rhythmic effects. 

SCHERZO. 

The character of the Scherzo is, in general, bright and joyful. Its form 
and changes of key can be exactly the same as those of the above-explained 
Dance Form, but its treatment, or development, is to be more artistic; ^. e., 
more attention is to be given to the manipulation of motives. 

The first part (Thesis) of the principal phrase generally makes use of one 
or two, seldom more, motives; and the second part (Antithesis) rarely adds a 
new motive, but is rather to treat in freest style those given out in the Thesis. 

The trio has two parts, a Thesis and Antithesis, both of which are to be 
treated in a similar manner, and which unitedly are to present a melodic, 
rhythmic and modulatory contrast to the principal period. This contrast may 
be gained by means of the treatment of dotted-notes, accompaniment forms, 
figurations in the various voices, etc., (see scherzi, of Beethoven). 

After the trio, the Da Capo follows. It is often written out, in which case 
it is generally sought to intensify the character of the whole through effective 
rhythmic, melodic or harmonic alterations. 

THE ANDANTE, ADAGIO, AND LARGHETTO, 

have also the same form as the Scherzo, but differ in character, inasmuch as 
they are more earnestly sustained. 

The Scherzo and Andante, etc., frequently enter into the construction of the 
Sonata, which will now be briefly described. 

\ THE SONATA, 

as well as the instrumental Duo, Trio, Quartette, etc., Symphony and Con- 
certo, are compositions upon a broader base, being constructed of several parts 
or pieces of music, all of which unite in the expression of some one defined 
idea or character. 
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The succession of these parts, or Movements, as we shall designate them, is 
generally as follows: — 

I. First movement; generally in a lively tempo, Allegro for example. An 
introduction may precede the first movement proper. 

II. Second movement; in a slower tempo, Andante, etc. 

III. Third movement; Scherzo, (used formerly in Mmuett style, a digni- 
fied dance). (The order of II. and III. may be reversed if desired). 

lY. Finale, or Rondo. 

Sometimes other parts, not mentioned here, are inserted. For example, 
variations between II. and III., or another Andante or Adagio, etc., between 
III. and lY., etc. On the other hand. Sonatas frequently contain only one 
movement, (I.), or two, (I. and lY.), or three, (I., II. and lY). 

The Concerto appears oftenest in the last-named order, (I., II. and lY.), 
and while it expresses a defined character, like all compositions of worth, the 
artistic skill of the virtuoso is also to be given full opportunity for display; 
brilUant passages and characteristic effects of the peculiar instrument to be 
employed are not to be forgotten. 

In the first movement (I.) of a Sonata, or similar composition, a clearly de- 
fined disposition or frame of mind is to be as clearly enunciated, — tranquil or 
agitated, joyful or sorrowful, etc. Hence the names often apphed: — Sonata 
Pathetique, Sonata Appassionata, Symphony Pastorale, Symphony Eroica, 
Concerto Militaire, etc. 

In the Scherzo (II.) or a Minuett of Kvelier tempo, the character expressed 
in the first movement is to be taken up, and its favorable characteristics pre- 
sented in as bright and joyous a manner as possible. 

In the Andante, Adagio or Larghetto (III.) following, the exact opposite of 
the Scherzo is to be given out; i. e., the character expressed in the first move- 
ment^ (I.) is to be as earnestly sustained as possible. 

In the last movement (lY., Finale or Bondo,) the result or] conclusion of 
these various phrases is to be proclaimed. Either it is to be brighter and more 
joyous than all, or more depressed or sorrowful, — in a word, it is to be the in- 
tensified expression of the predominating character in the several preceding 
movements precipitated into one. This much as a synopsis of the esthetical 
phase of the Sonata, from which we now turn to give a brief outline of its 
technique or order and plan of development. 

FIRST MOVEMENT. 

This is divided into two parts, a Thesis and Antithesis, each of which are 
sub-divided into a Principal, Middle and Closing Phrase or Theme, to which 
last a Coda is added. 

PARTI. (THESIS.) 

The Principal Theme, or a simple motive, is to begin the composition in the 
principal key to be used. This suggestion is always safe to abide by. The 
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key should be clearly defined before the introduction of foreign harmonica 
The principal theme having been given out, a connective passage or inter- 
lude is to follow, formed of motives in the preceding theme, or of new ones^ 
at will, modulating to a key related to that used in the principal theme, in 
which related key a second or Middle Theme is to be given out. 

This new theme is to offer a contrast to its predecessor in the way of rhyth- 
mic alterations as well as in the change of mode; i.e., it is to present either an 
agitated, or else a more subdued, voicing of the character expressed in the 
first theme. JSTotwithstanding the contrast, a consistent relation should always 
be traceable, as in grief and consolation, storm and calm. It would be non- 
sense if a deep religious sentiment were expressed by the first theme, only to 
be succeeded in the second theme by suggestions of a bacchanalian feast. 

Succeeding the middle theme, another interlude of suitable character is to 
be introduced (usually longer than the first, though not necessarily so), lead- 
ing to another or Closing Theme, still different in rhythm from the others, but 
in the same related mode as that used in the middle theme. This theme, some- 
tioes long and sometimes very short, closes Part I, of the First movement. 

SCHEME OF PART I. FIRST MOVEMENT. 

Principal Theme ) f Middle Theme ^ C Closinp^ Theme. Conclu- 

in the > Interlude, Modulation. < in a S- Interlude. < sion in the same mode 
principal mode. ) t related mode. ) (as the Middle Theme. 

Part I, may be repeated or not, at pleasure. 

In Sonatas of very great scope, the principal, as well as the middle and clos- 
ing themes, are sometimes again divided into diverse parts, in the same key, 
but of different rhythm. 

These different themes are most surely recognized through the different ap- 
pearing modes and rhythms, (see scheme). 

PART IL (FIRST MOVEMENT, ANTITHESIS.) 

In this part, properly no new motives are to appear, but rather the thematic 
development of those found in Part I. These are to be set in combat, or con- 
test, so to speak, one with the other, and the freest license given to their evo- 
lution and to the range of modulation. This having been carried far enough, 
the complication now clears itself up. A modulation follows, leading back to 
the principal key, with which the principal theme (of Part I.) again enters, 
followed by the same or a similar interlude to the first; then the middle theme 
again, but this time in the principal key, or, in a key related to that first em- 
ployed; then the same interlude as at first after the middle theme, succeeded 
by the closing theme of Part I, but now in the principal key. 

(It will be self-understood that there is nothing strictly arbitrary here, but 
that all these parts are subject to more or less variation, abbreviation, or ex- 
tension.) Now follows a Coda, in which, the character of the whole move- 
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ment is to be strongly portrayed, and also, in which, remembrances of the most 
important moments are to be called up, closing naturally in the principal key. 

An introduction, generally of slower tempo ^ often precedes this First move- 
ment, the character of which should bring the auditor into the proper frame 
of mind for that which is to follow. 

SCHEME OF THE ENTIRE FIRST MOVEMENT OF A SONATA, 

PART I. 



/Intro- \ C Princ. Tlieme ? y^- -x-r^.i ) Mirldle Theme. ?t.^+^^i„j^ S Closing Theme, same • 
Unction, jl " Key. j ^n*-. J^o^l- 1 Related Key. r^*^^^"^^®- i key as Middle Theme. : 



PART II. 



Thematic ) ( -p„ rpT,_ _ ) ( Middle Theme. ) ( Closing Theme. ) 

Develop. V Mod. < ^ ' \ Interlude. I Princ., or > Int. < Principal Key. > Coda, 

ment. > ( ) ( related Key. S I ) 

Bemaek. — A more important AndantCy Adagio, etc., or even Scherzo, sometimes have 
the same form as the above. 

Succeeding the above, come other movements ; an Andante (II.), for ex- 
ample, then a Scherzo or Minuett, (III.) or vice versa, etc., and, lastly, 

THE FINALE OR RONDO, 

In the finale, the result or predominating character of the preceding move- 
ments should be declared in the principal theme. All the interludes in this 
movement are to be reflective of this theme, and all secondary themes are to 
strive continually towards or cluster around it. It may, therefore, appear an 
indefinite number of times, according to the length of the movement. 

The following synopsis and scheme will serve as a model for a very broadly 
developed Finale or Hondo. 

First, the principal theme in the principal key, followed by an interlude, and 
this by the principal theme again. 'Now comes a connective phrase, leading 
into a middle theme in a related mode ; again, a connective phrase leading to 
a repetition of the principal theme; this is to be succeeded by passages or ca- 
denzas, thematic treatment and modulations, as in the First Movement, lead- 
ing again to the principal theme in the principal key; now an interlude and 
the repetition of the middle theme, but this time in the principal or a related 
key to that first used; another interlude, the principal theme again, passages 
or cadenzas, and finally a well-developed dosing theme in which the principal 
one may again be remembered. 

SCHEME OF A RONDO OR FINALE. 

Theme.) C ) f Middle Th.) f Theme.) C Thematic ) 

Princ. > Interlude. < Theme. > Interlude. < Eelated > Inter. < Princ. > Inter. < treatment. V 
Key. > C ) ( Key. ) ( Key- > (Modulations. ) 

S) (Middle Theme) C Theme ) C Closing Theme. J 

Theme. > Interlude. < in principal or > Interlude. < principal > Interlude. < Reminder of > 
) t related Key. ) ( Key. y ( Principal Theme. ) 
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In less important Rondos the principal theme need not occur so frequently 
as in the above scheme. The interludes will fall away proportionately, the 
thematic development and one of the occurrences of the middle theme may be 
omitted. Rondos are to be found in which a middle theme is only hinted at. 

As a Sonata means nothing more than a piece of instrumental music, so the 
succession above given may be quite altered. 

There are Sonatas in which the First movement is a Theme with Variations^ 
(for example, Beethoven's A\t Sonata^ Op. 26), or an Adagio, (Op. 21, No. 2, 
in Minor, Beethoven), or, in which the last movement is a Theme with 
Variations, (E Major, Op. 109, Beethoven), etc. 

The form given above, however, is the most practical, and the one oftenest used. 

When the pupil desires to set himself at work to compose di. Sonata, the best 
of all plans is to take, as a model, one of the Sonatas of Beethoven, not simply 
to follow or imitate measure for measure, but to work according to the form or 
general outline thereof, — the entrance of the themes, their development, the 
formation of the passages or interludes, the modulations, etc. 

THE OVERTURE TO AN OPERA OR DRAMA. 

The purpose of the Overture is to foreshadow the character, or tone-colour, 
of the succeeding Opera or Drama. 

Its form is frequently identical with that of the first movement of a Sonata, 
with an Introduction, and its themes, in the case of the Opera, are generally 
those which are afterward heard in the Opera itself. 

VARIATIONS. 

The term means alterations. As a foundation, it is usual to take a simple 
expressive theme, frequently of two parts of eight measures each. An Intro^ 
dnction often precedes, and the variations are always to retain the tone-colour 
of the theme, but in a more subdued or more intensified voicing. 

The variations are to be effected as follows:— 

I. In the Melody. III. In the Meter and Rhythm. 

II. In the Harmony. lY. In the Key. 

I. (1) The melody or theme, which may appear in any of the voices, often- 
est, however, in the upper voice, may be made milder, more expressive; (2) it 
can be ornamented to any extent; (3) it may be divided or cut up into contin- 
uous passage forms; (4) the various voices may alternate or answer each other 
in these figurated passages. 
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TI. Harmony. (1) To the given melody a new harmony can be applied. 
(2) The melody may be placed in other voices and still other harmonies used. 

III. Meter and Rhythm. (1) A three-part meter can be changed to | or 
I, and vice versa, etc. (2) The rhythm of the theme may be enlivened or 
made more sedate, even to the extremest points. 

ly. Key J etc. A theme given out in major may be varied in related minor 
modes, and vice versa. 

Further, variations can be effected through use of the various technical char- 
acteristics of the instrument employed. The whole or a part of the theme 
may be used as a subject for Canons or Eugues. 

Finally, as a last variation, the theme, harmonically and rhythmically deco- 
rated, may form the principal theme for an extended Finale or Rondo. 

In Yariations, as well as in all compositions, of artistic worth, a defined, 
united character or voicing must never be wanting. A composition in which 
the character changes abruptly, as in a potpourri^ has no artistic value. 

► i ■» I < : . — — 

CHAPTER XL. 

CONCERWING THE MODULATIONS OR CHANGES OF KEY IN A 

COMPOSITION. 

It is always well at the beginning of a composition, to firmly establish the 
mode to be used. At the end, we should feel that the piece has arrived 
at a perfect repose in the same key. It is against all sound sense to begin 
and end a composition in different keys, and yet, numerous examples of this 
kind are not difficult to find. In the midst of a composition, there should ap- 
pear, at least, one modulatory phrase. This is most frequently to the Key of 
the Dominant, — -in major to the major Dominant, and in minor to the major 
or minor (the last is the best) Dominant. 

In shorter pieces, for example. Folk songs, this modulation is sometimes on- 
ly indicated by the Dominant accord. 

In compositions of somewhat greater importance, the modulation may touch 
all the next-related modes, as per following scheme, C major being regarded as 
the principal mode: — 

(d)_-F— A— C— E— G 
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Here, we would again remind the pupil that a Trio or Middle Theme should 
not ordinarily appear in the Key of the Sub-dominant. This, however, does 
not hinder the transient appearance of this key in the course of the modulation. 

In compositions, where the principal mode is broadly presented at the be- 
ginning and end, the modulation may extend to still more distant keys. 

"We have already mentioned the modes related in the third and fifth. To 
these we will now add the similar-named modes. 

In C major we must add to those above given, A and E major, F minor, 
(G minor is too foreign to be counted in this grade of relationship), and C mi- 
nor, also the modes related in the third to the last, — A|2 and EI2 major, (see 
scheme). 



RELATED MODES TO C MAJOR. 

A E 

(d)— E— i_C— E— G— - or . . . . F— A|2— C—Elz— G. 

c 



RELATED MODES TO A MINOR. 



A 



D — E — A — C — E (G) or D — Fjj: A — C; 

F C 



The relationships of a mode seem to divide themselves into two sides, accord- 
ing to the above schemes, and it is not always judicious to cause the modula- 
tion to touch first one side and then the other. Eor example, it would not be 
acceptable if the Middle Theme in the first movement of a Sonata appeared 
first in E major and afterward in A|2 major, (rather A major), as these keys 
are not directly related. 

Finally, in compositions, of extraordinary breadth, all modes may be touched 
provided, that they follow each other in rational order, not like C major, Fj| 
minor, E(2 major, etc, but rather in thirds and fifths, as above explained. We 
have said that these various modes may be touched. We mean by that to 
guard against the important or extended appearance of too many, as this 
would only cause confusion and disaster to the entire composition. 

In conclusion, we would repeat the well-known maxim: — 



PBOYE ALL THINGS AND HOLD FAST THAT WHICH IS BEST." 
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A- 

Albreviations, 18-19* 
Absolute Fitch f 12. 
Accents, Table of, 54-9. 
Accidentals, 41. 
Accord, (see chord) 22, 35. 

Accompaniment, Harmonic, to a given intei'val 
as cantus firmiLS, 131-8 ; to major scales, 138- 
41 ; to minor scales, 141-2 ; to chromatic 
Bcale, 143-4 ; to any cantus Jirmus, 145-6. 

Accompaniment Forms, 240-3. 

Altered Accords, 233-6. 

Anticipation, 172. 

Antithesis, 62-3, 276-80. 

Appoggiatura, 77, 85. 

Arpeggios, 76. 

Augmented Intervals, 28, 29, 32-34 ; inversion of, 

31, 33-34. 
Augmented Sixth Accord, 127. 
Authentic Cadence, 98-9. 
Aucdliary Tones, 77. 

Augmented Triad, its intervals, 37, 45; its treat- 
^ ment, 126. 



03. 

Bars, Double Bars, 15. 

Beginning and End in melody, 61-65; in connter- 
point, two-voiced, 244-46 ; three- voiced, 257 ; 
four- voiced (see Harmonic Cadences). 

Bi-measural Rhythm, 55-6. 

Bolder Minor Mode, 44-5. 

Bound Dissonances, Bound Suspensions, 146-59. 
Brace, 40. 

Broken Chords (Arpeggios), 76. 



C. 

Cadences, Deceptive, 2:1 188-90; Melodic, 61-2; 

Harmonic, 98-102; in two voices, 245; in 

three voices, 257. 
Cccesura, 55. 

Chord, 22, 35 (see Accord). 

Chord Connection, Kule of, 79. 

Chord of the Augmented Sixth, 127-8; Third 
Fourth and Aug. Sixth, 128; Fifth and Aug. 
Sixth, 128 ; of the Seventh (see Seventh Ac- 
cords). , 

Chromatic Half -step, 27. 

Chromatic Tones and Scale, 38. 

Clefs, 9-10. 

iJlose Fosition, 69. 

Compass of Voices, 68. 

Complete Cadence, 100. 

Composition Forms, 276-8B. 

Concerto, 278-9. 

Consonance. 22. 

Consonant Triad, 37, 67. 

Consonant Fmirth in Counter-point, in two voi- 
ces, 243-4 ; in three voices, 256, 258. 

Consecutive Octaves and Unisons, 75, 81, 242, 
246-7, 252, 271. ■ - 



Consecutive Fifths, 75, 81, 207, 243. 246-7, 252. 
Contrary Motion, 74. 

Counterpoint, Science of, 23 ; two-voiced, 243-53; 

three- voiced, 254-65; four-voiced, 265-70; 

moT-e than four, 271-5. 
Covered Octaves, 75, 81, 244, 256. 266, 271-2. 
Covered Fifths, 232, 237, 248, 75-6, 81, 244, 256. 

266. 271-2. 
Cross lielation, 110-11. 



D. 

Dance Form, 277-8. 
Deceptive Cadence, 23, 188-90. 
Degree-wise, 74. 

Depression to Relative Degrees, 90-1. 
Determination of Major Intervals, 28. 
Development of a Melody, 237-40. 
Diatonic Half step, 27. 
Diatonic Scale, 38. 
Diminution, 14. 

Diminished Intervals, 28, 32-4 ; table of, 29 ; In- 
version of, 31. 

Diminished Triad, its intervals, 37 : treatment 
of, 125-6. 

Diminished Seventh Accord, 208-28 ; its ambigui. 
ty, 211; in modulation, 212-25; notation of, 
215 ; in organ-point, 227-8 ; succosHioii of, 227. 

Dissonance, definition of, 22; bound, 146-59 

Dissonant Triads, 125-7. 

Dispersed Position, 69. 

Dominant, 25-6. 

Dominant Seventh Accord, 160-83; primary reso- 
lution of, 162-5; omission and duplication in, 
165 ; entrance and resolution after the toniO' 
triad of its own mode, 16C-8: application oi 
suspensions to, 168-73; entrance and lesolu* 
tiou after other triads of its own mode, 173- 
5; entrance and resolution of Dom. Seventh 
accord, of diiferent nioilcs after the same 
triad, 176-83; secondary resolutions of, 18.'3- 
8; application in moduhition, 187-8; in do- 
cepti\e cadences 188-90; in cadences, 202 ; 
succession of, 190. 

Double Bars, 15, 

Dot, 13-14. 

Duplication of Tones, 73, 163, 105, 244, 251-5, 265-. 

6,271-5. 
Dynamics, 17, 



Ecclesiastical Scales, 25. 
Elevation to Relative Degrees, 93-4. 
Eleventh, So-called Chord of, 231. 
Enharmonic Tones, 38. 
Enhar7nonic Change, 143-4, 183;, 
Entablature, Geiman, 12. 
EstabUshment of Tone Si stem, ii3-»'. 
Even Temperament, 27. 
Expression Words of, 17; signs of, 17„ 
Extension of Tone System, 26, 
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Figure (Motive), 21. 

Figured, Bass (Th(>ior.g!\ Ur^-ss), 71-3. 

Fifths, consecutive (sec under C, consecutive and 

covered fifths). 
Fifth-Sixth position of Seventh accords, 101 ; its. 

resolutiuAi, 1(j4. ■ . i 

Finale, 281.;/ ' - " , ' ^ 

Flats, 8 ; generation of, in signature, in major, 

39-43 ; in minor, 46-9. 
Formation of Melodies, 62-5. 
Forms of Acconvpaniment, 240-3. 
Forms of Coonpontion, 276-83. 
Fourth-Sixth jjosition of Triads, 70-1. 
Fourth-Sixth accord, 71-3 ; in cadences, 100 ; free, 

112 ; as a paHslDf; chord, 140. 
Fourth, f -onsoiuuit, in two-voiced counterpoint, 

243-4 ; in three voiced, 256, 25rf. 
Four-voiced Movements, 265-70. 
Fundamental, 68. 

Fujndamental position of Triads, 70 ; of Seventh. 

accords, 161. 
Fundamental falls a third, 79-86 ; rises a third, 

86-8 ; falls a fifth, 88-91 ; rises a fifth. 91-4 ; 

rises or falls a second, 94-7. 



General Intervals, 19-20. 

Generation of Signativre in flats, in major, 39-40 ; 
in minor, 46-7 ; in s/tarps, in major, 41-2 ; in 
miiioi-, 47-8. 
Germa7i Entablature, 12. 
Great Half-step, 27. 



Greek Scales, 25. 



FCalf Cadence, 98. 
Balf -steps, 27. 
.Harmony, 22, 
HarwMnicSn, 24, 35. 
Harmonic Cadences, 98-102. 
Hafmonic Accompaniment, 131-40 (see Accompa- 
niment). 
Hold, (Pause), 14. 



I. 

Intervals, General, 19-20 ; specific, 27-30. 
Intervals of Major triad, 35 ; of minoi triad, 36 ; 

diminislied, 37; augmented, 37. 
Inversion of Intervals, 30-4. 



Key, 35. 



X4. 

Larghetto, 278. 
Leadinq-tone, 38. 
Leger Lines and Spaces, 9. 
Ligature, 146. 
Limited progression, 93. 



Major Intervals, 28, 32 ; invergion of, 30. 

Major Triad, 35. 

Major Scale (of C), 38 ; its liarmonio accompani- 
ment, 138-41 ; 
Material of Music, 7. 
Marks of Expression, 17. 
Measures, 15, 54-9. 

Melody, Form of, 63-5; development of, 237-40. 
Melodic Intervals, 60, 237, 253; cadences, Cl-2; 
passages, 21-2, 65-7 ; Baas, 107-8, 139. 



Meter, 15-16, 54-7. 

Metrical or Measural Divisions, Ip-it), 54. 
Metrics, Science of, 23. 
Minor Intervals, 28-9, 32 ; inversion of, 31. 
Alinor Triad, 36. 

Minor Sub-dominant Triad, 37, 99. 
Minor Scale {ot A), normal, 44; second form, 45; 
third: form; 45S ', its harmonic accompani 
meiit, 141-2, 
Middle Phrase, 64-5. 

Mode, 35 ; major, 35-7 ; resume of its triads, 39 ; 
minor, 43-4; signatures of ma.jor modes, 43; 
of minor, 49 ; milder major, 3*7 ; parallel 49 ; 
similar-named, 52 ; related 52. 
Modulation, 102 ; major to parallel minor modes, 
103-5 ; vice versa, 105-7 ; major to relative 
tliird above and rfeturn, 107 ; Tonic to Sub- 
dominant, 108; Tonic to Corainant, l6&-9; 
Tonic to Second, 109-10 ; Second to Tonic, 
111-13: C major to keys witli flats and re- 
turn, 113-17 ; depression four relaitive de- 
grees, 115 ; C major to ke^ s with sharps, 
aiid return, 117-18; from keys with flats to 
those with sharps, and vice versa, 118-20 ; ma- 
jor to minor, minor to major, and minor to 
minor, 120-2 : in modern composition^, 122- 
5; suspensions in, 1.58-9; Dominant Seventh 
accord in, 176-83 ; Diminished Seventh ac- 
cord in, 208-25; in a composition, '^83-4. 
Motive, 21 ; mode of elaboration, 21-2, 65-7. 
Motion of voices, 74-5, 244, 

Movements for ttvo voices, 243-53 ; fifth and octave 
progressions in, 244; cadences in, 245; sus- 
pensions in, 250-3. , 
Movements for th7'ee voices, ''25i-65 ; omission and 
duplication, 254-5; fifths and octaves, 256-^7; 
cadences in, 257; suspensions in, 262-5. 
Movements for four voices, 265-70 ; omission and 

duplication, 265-6 ; suspensions in, 269-70. 
Movements for more than four voiceSf 271-5. 



IS", 

Ninth, Sitspeiisioiie of, 152-3, 252, 263, 269-70. 
¥i7ith. So-called chord of the, 228-30. 
Normal Major Mode, 39 ; major scale; 38. 
Noi'nicd Minor Mode, 43 ; minor Scale, 44. 
Notes, 10-11 ; their relative values, 11* / 



O. 

Oblique Motion, ii. 

Ociam, (see consecutive and covered octtives). 
Omission of Tones in triads, 74, 254, 265 ; in SoT 

enth accords, 165, ,255, 266. 
Open Position, 69. 
Overture, 282. , 



I*. 

Parallel Modes, 49. 
Parallel Major thirds, 945. 
Parallel Motion, 75. 
Passing-notes, 78. 
Parsing Chord, 140. 
Pause, 14. 
Period, 63. 

Phrase, Middle, 64-5. 
Pitchy Absolute, 12. : . 
Place of Time Signature, A2. 
Plane Jjlotiori, lii.' 
Plagal Cadence, 98. 
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Position of voices, close, 69 ; open or dispersed, 
69 ; of IHads, Fuudainental, 70 ; Third-Sixth, 
70 ; Fourth-Sixth, 70 ; of Seventh accords, 
Fundamental, 161 ; Fifth-Sixth, IGl ; Third- 
Fourth, 161 ; Second, 161. 

Primary Accent, 55. 

Progression from Hfth to sixth' degrees in miiior 

modes, 96. 
Protongation, 13-14. 
Pure System, 27. 

Q. 

>Quintolet, 14. 

Jtelative value of Notes, 11. 
Jielated accords, 51 ; modes, 52. 
Relative degree, 90 ; depression to, 90-1 ; elevation 
to, 93-4. 

Jlests, 13 ; mode of abbreviation, 19. 

IS^dluUon, 22 ; in suspensions, 149 ; (see also sev- 
enth : accords, dissonant triads and altered 
accords). 

Jthythm, IQ, 55-7. 

Mondo, 281-2. 



Scales, G^reek, 25 ; Ecclesiastical, 25; major, 38 ; 

minor, 44-6 ; diatonic, 38 ; chromatic, 38. 
ScK'TZO, 278. 

Science of Harmony, ^2 ; of Metrics, 23; of Coun- 

terpo:«t, 2S. 
Secondary Acc^ni, 54-5. 
Section, 62. 
Semitone, 7. 
Septolet, 14. 
Sequence, 89, ^2. 

Seventh Accords, 159-228 ; (see also Dom. and 
Dim. SeventL: a.'icords, under T>) with subse- 
quent-seventh -19.1-8; -with bound Seventh, 
193-8; entrance of three bound Seventh ac- 
cords after a singlo triad, 398-20d; entrance 
of a single bound Seveiith accord after three 
different triads, 200-1; eeo-^ndaiy r<?so!utions 
of, 183-6, 201 ; application ii. cii'lLencfes, 201-3; 
succession of, 203-6; on tho load'n^ toi^e, 
206-8 ; altered, 235-6. 

Sextolef, 14. 

Sharps, 8, (see sijrnaturo also). 
Signs of Sound, 10-11. 
Signs of repetition, 18-19. 
' Signature, in major, 40-3 ; in minor, 46-9. 
Similar-named Modes, 52. 
Similar Motion, 75. 

Se-called Chords of the Ninth, Eleventh, and Thir- 
teenth, 228-34. 
Song Form,2iQ ; with accompaniments. si77. 
I Sonata, 278-82. 
Sound, 7. 



Spring-wise, 74. 

Staf, 9. 

Staff-degree, 9. 

Stationary voices, 129-31, 

Step, 7, 27. 

String, Vibrated, 24, 

Sub-dominant, 25-6. , 

Subsequent-seventh, 99, 191-3, 

Suspensions, 146-59; of the Ninthj 152-3,252,263, 
269-70; in cadences,; 154-^ ;Mn piodulation, 
158-9 ; in modern music, 149, 170-1 ; in ao 
companiments, 243; in tvt'^o-voiced move- 
ments, 250-3 ; in three-voiced, 262-5 ; in four- 
voiced, 269-70. 

Syncope, 56-7. 

Synopsis of Composition Forms, 276-83. 



T. 

Tempo, 16-17. 
Thesis, 62-3, 276. 
Third-Sixth accord, 70. 
Three-voiBed movement, 254-63. 
Thorough Bass, 71-2. 
Tie, 13. 

Time, 15 ; Alia Breve, 54. 
Time Signature, its place, 43. 
Tone, 7-8. 

Tonal System, 7-8 ; Theoretic establishment 

23-5. 
Tone Names, 8. 
Tone Signs, 11. 
Tonic, 25, 
IJ'ransposition, 31. 

Triads, major, 35-6 ; minor, 36 ; diMnished, 37, 
125-6 ; augmented, 37, 45, 126 ; Tonic, 35-4J j 
Sub-dominant, 36; Dominant,. 36 ; minof 
Sub-dominant, 37; consonant, 67 ; disHonant, 
125 ; altered, 233-5 ; triad- succession, 78~08. 

Tri-measural Rhythm, 56-7. 

Triplet, 14. 

Tri-tone, 60. 

Trio, 277-8. 

Two-voiced movement, 243-53 



XJ. 

Unison, 19, 271. 



V. 

Yari:itions, 282-3. 
Vibrating Strinx;, 2i: 
Ycices, 67-8 ; c?mpasc of 68 
Voice Motion, 74-5; S44. 



W 

Whole step, 

Words ef Eoepr'tsai^ VI. 
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OHAPTBB. PAQBr 

L Material of Music. Tone System. Notation. General Intervals. De- 
partments of Musical Art f 

JL Theoretic establishment and extension of Tone System. Classification 

of Specific Intervals 23^ 

nL Inversion of Intervals 30 



PAET 11. Haemont. 

IV. Triads. Mode. Scales 35 

V. Signature. Normal Major Mode and Scale 39 

VI. Normal Minor Mode and Minor Scales 43 

VII. Signature in Minor Modes. Parallel Modes 46 

Vin. Belated Accords and Modes. Similar-named Modes 51 

IX, Meter. Ehythm 64 

X. Formation of Melodies. Melodic Passages and Cadences 60 

XI. The Consonant Triad. Various Positions of Triads. . , 67 

XII. Figured Bass. Duplication and Omission. Voice Motion 71 

Xin. Arpeggios. Auxiliary Tones. . Appoggiatura. Passing Notes 76 

XTV. Harmonic Connection. Triad Succession 78 

XV. Harmonic Cadences 98 

XVL Modulation 102 

XVIL Modulation to more distant Keys 113 

XVin. Succession of Triads not common to the same Mode 122 

XIX. Dissonant Triads m 

XX. Chord of the Augmented Sixth, etc 127 

XXL Organ Point m 

XXII. Concerning the Harmonic Accompaniment to a given Melody. ....... 131 

XXIIL Suspensions 146 

XXrV. Chords of the Seventh. Chord of the Dominant Seventh. , 159 

XXV. Dominant Seventh Accord. (Continued) 166 

XXVI. Dominant Seventh Accord " " 173 

XXVn. Dominant Seventh Accord in Modulation 176 

XXVIII. Secondary resolution of Seventh Accords. 183 

XXIX. Deceptive Cadence . . 188 

XXX. Concerning other Seventii Accord formations . . 191 

XXXI. Diminished Seventh Accord 208 

XXXII. So-called Chords of the Ninth, Eleventh, and Thirteenth 228 

TiryXTTT. Altered Accords. 233 



PAET m. Counterpoint. 

XXXrV. Development of a single voice. Accompaniments 237 

XXXV. Two-voiced Movements. . 243 

XXXVI. Three-voiced Movements 254 

XXXVIL Four-voiced Movements 265 

XXXVIIL Movements for more than four voices. 271 
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